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A solo acoustic concert by Neil Young 
recorded at the Shakespeare Theatre in 
Stratford, СТ on January 22", 1971, the 


earliest live footage of Neil known to exist. 
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WAY DOWN IN THE RUST BUCKET 


NEIL YOUNG & CRAZY HORSE 


A never-before released, incendiary and essential 
live album and concert film documenting the 
legendary November 13“ 1990 show with Crazy Horse 
at The Catalyst, Santa Cruz, California. ‘Way Down 
in the Rust Bucket’ features the debut public 
performances of much of the 1990 album, ‘Ragged 
Glory’ along with classic tracks and a first live 
performance of Danger Bird’, a cut from Young's 
1975 album ‘Zuma’, across 5 hours. 


2CD - 4LP . DELUXE EDITION (2CD/4LP/DVD) 


OUT NOW 


XSTREAM HI-RES DOWNLOADS INCLUDED FOR ALL VINYL & CD CUSTOMERS AT NEILYOUNGARCHIVES.COM 


ARCHIVES II 


NEIL YOUNG 


The second volume of the Neil Young Archives series of 
box sets - a definitive, comprehensive, chronological 
record of his entire body of released work. This box set 
covers the period from 1972 through 1976, a prolific era 
for Neil Young when he released several classic albums 
including On The Beach, Tonight's The Night and Zuma. 
It contains 10 CDs, each in its own custom sleeve, fea- 
turing a total of 151 tracks of which 62 are either unre- 
leased songs or unreleased alternate versions, differ- 
ent mixes, rare or live tracks. With a 24-page booklet 
packaged in a cube shaped slip-case box. 


OUT NOW 





‘T'llbe your mirror/Reflect what youare, incaseyoudon t know" 





T seems severallifetimes ago now, but last March, shortly beforethe 
first lockdown began, I was lucky enough to see the Andy Warhol 
exhibition at Tate Modern. Inside Room 6, the curators gamely 
attempted to replicate the sensory rush of the Exploding Plastic 
Inevitable: Warhol films and still images were projected on top of one 
another, with coloured gels and strobe lights swirling and flickering, 
and the music of The Velvet Underground playing at full volume. 
With aslew of Velvets activity coming over the summer, we've decided 
to celebrate the band's many musical revolutions with their first Uncut cover 
for12years. What's new? Plenty. There are vivid recollections of Factory 
life from John Cale - his line about “loners clinging onto the vapours of 
others, in the hopes of being seen for the first time” is basically “All 
Tomorrow's Parties" — as well as an in-depth interview with Todd Haynes 
on his hotly anticipated new documentary about the band. There's Doug 
Yule, Lenny Kaye, Brian Eno, too, while Richard Williams revisits hisown 
encounter with the band in arented flatin, ofall places, Knightsbridge. 
The high point (for me, at any rate) isa splendid, lengthy piece 
from Velvets superfan Jonathan Richman, who goes deep on the 
transition from the Cale era to the Doug Yule era. “Was Doug Yule a more 
conventional player than Cale?” Jonathan asks, in his own inimitable way. 





On the cover: 

The Velvet 
Underground 
courtesy of Velvet 
Underground 
Collection, #8105. 
Division of Rare 
апа Manuscript 
Collections, 
CornellUniversity 
Library 


Meanwhile, eagle-eyed readers will spot that the free CD this month 
is part of our ongoing Sounds Of The New West series - this latest, 
excellent compilation showcases an emerging strand of expansive, 
mainly instrumental music thatjoins the dots between country and 
post-rock, experimental soundscapes. Hopefully, you'll find Stephen 
Deusner’s investigations into ambient Americana a useful companion 
piecetothe CD. 

There's more, of course. A rare audience with Postcard Records supremo 
Alan Horne, Rhiannon Giddens, Blake Mills, The Selecter, Peter Murphy, 
Steve Cropper, The Black Crowes, The Members, Natalie Bergman, Ryley 
Walker, Laurie Anderson, Sarah Louise, Teenage Fanclub, Tom Jones, 
Samba Touré and Jenny Hval, an extract from Richard Thompson’s 
autobiography, Neil Spencer on his memories of Bunny Wailer, 
anew Guy Clark documentary and the best newalbums 
and reissues. 

It’s abusy month - let us know what you think, either at 
letters@uncut.co.uk or visit us at https://forum.uncut. 
co.uk/. 

Take care, as ever. 
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Apple “house hippie” explains | Ai 
how, іп January 1970,hecametodocument By | 
Johnand Yokos startlingnew haircuts 








N 1967, British Pathé News described it as *£4,000 
worth of gaily painted rolling stock" - a gypsy 
caravan bought as a fourth-birthday present for 
Julian Lennon, decorated with the Sgt Pepper ‘drum’ 
logo. Three years later, Apple employee Richard 
DiLello found itin the garden ofthe Lennon estate at 
Tittenhurst Park and thought it would make a great 
background for a portrait of John Lennon and 
Yoko Ono. “Ona bleak English January day, it was 
perfect,” DiLello remembers. “It was the only colour 
there. We spent the day going around the property, doing 
some pictures. Yoko fixed lunch for us, and we sat around 
drinking tea and chatting.” 

Today you'll be able to find DiLello’s shots in the new 
Super Deluxe Edition of Lennon’s raw debut studio album, 
John Lennon/Plastic Ono Band. In 1970 they marked one 
of the first photographic records of Lennon and Ono’s 
dramatic new haircuts - which had taken place 10 days 
earlier in Aalborg, Denmark, where the couple were 
visiting Ono's ex-husband, Tony Cox, and daughter 
Kyoko. *They came back with their new do's. Everyone 
wanted to photograph them. I thought, ‘Why not me?” 

At Apple, DiLello – author of the top-tier Fab memoir 
The Longest Cocktail Party – was the designated “house 
hippie”, the point person for the press department’s 
interaction with the counterculture. His boss Derek Taylor 
suggested how he might get the photo gig: “He grabbed 
a press cutting and said, ‘Go downstairs to John and Yoko 
and put this on their desk. As you’re leaving the room, 
turn around and say, “Can I photograph you?” I followed 
the script and a few days later I was down at Tittenhurst 
Park, clicking away.” 

A couple of weeks later, DiLello was also on stage 
at Top Of The Pops, playing “rhythm Nikon” as John and 
Yoko performed “Instant Karma!”. But as he recalls, 
there was still no impression that The Beatles, as an 
entity, were done. “They were still The Beatles,” he says. 
“I guess it was perceived as a side-project. George had b 
done Wonderwall Music. Paul was doing this and that. 
They didn't sit still for very long - they were very 
energetic people." © JOHNROBINSON 


JohnLennon/Plastic Ono Band is reissued in multiple 
formats by Capitol/UMC on April 16 


RICHARD DILELLO; ROLLS PRESS/POPPERFOTO VIA GETTY IMAGES/GETTY IMAGES 
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ALCLAYTON 


Townes Van 
Zandt, Susanna 
Clark and Guy 
Clark onthe 
porchof the 
Clarks'house, № 
Nashville, 1972 


Anew documentary explores the 
dynamicrapport between 


and 


T was sucha unique 
relationship,” says writer/ 
director Tamara Saviano 
of the bond between songwriters 
Townes Van Zandt, Guy Clark and 
Susanna Clark. “Townes and Guy 
were best friends, Townes and 
Susanna were soulmates, and Guy 
and Susanna were married. It was 
avery interesting triangle. Guy 
didn’t wear his heart on his sleeve, 
whereas Townes and Susanna were 
very sensitive, almost mystical. 
They believed in magic and lived 
their lives that way. But there's 
no doubt the three of them 
loved each other deeply." 

This triumvirate forms the heart 
of Without Getting Killed Or Caught, 
Saviano's new documentary about 
Guy Clark (co-written with Bart 
Knaggs), which follows her 2016 
biography of the same name. Rooted 
in Susanna’s private journals and 
audio diaries, the film maps Guy's 
journey from postwar Texas to 
international acclaim in Nashville. 
Along the way are testimonies from 
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close friends and fellow musicians, 
including Steve Earle, Rodney 
Crowell, Verlon Thompson and 
Terry Allen. There are plentiful 
reflections from Guy too, 


who granted Saviano 
unlimited access prior 
to his death in 2016, 
aged 74. 

The doctells how 
“stoic West Texas 
hardass" Guy and 
“noble, wild soul” 
Townes become fast 
friends on the Houston 
coffeehouse circuit of 
the mid-’6os. Guy gets 
married and divorced, 
then has arelationship 
with Susanna’s sister, 
Bunny. When Bunny 
commits suicide in 
1970, Guy and Susanna 
migrate to one another, 
falling in love over 
shared grief. Best man 
at their wedding, Van 
Zandt lives with the 
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Creating 
a" hippie- 


poetsalon’: 


the Clarks 
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Clarks in Nashville, where their 
house quickly becomes, in painter 
Susanna's words, *a hippie-poet 
salon". Steve Earle, Jim McGuire, 
Steve Young and Rodney Crowell are 
among theregulars, sharing songs 
around the table. Guy serves as 
facilitator and, often, mentor. *Itwas 
thestart of my journey to try to access 
some part of myselfthat I could call 
an artist,” recalls 
Crowell. “Knowing 
Guy meant that I also 
had access to people 
like Townes and 
Mickey Newbury, who 
were both extremely 
gifted but more lofty, 
whereas Guy was on 
the street, working 
alongside you." 

When Van Zandt 
dies on New Year's Day 
1997 after decades 
of drug and alcohol 
abuse, a devastated 
Susanna effectively 
takes to her bed for the 
pest of her life. Saviano, 
who first encountered 
Guy in the late '9os but 

didn't meet Susanna 
until three years after 





Townes' demise, remembers 
seeing her just oncein street 
clothes. It's leftto Susanna's taped 
conversations and written diaries 
(voiced by actor Sissy Spacek, who 
covered one of Susanna's songs on 
her 1983 debut album) to reanimate 
the presence "that Rodney, Steve, 
Guy, Townes and all the songwriters 
of that era were in love with”. In the 
meantime, Guy's staris finally on 
theriseas the poet laureate ofthe 
new Americana, recording for Sugar 
Hilland Dualtone and packing out 
venues wherever he goes. Not even 
lymphoma can stop him, at least to 
begin with. He finally quits in 2014, 
two years after Susanna's death. 
The documentary does much to 
secure Guy's extraordinary legacy. 
"Guy distilled his writing down 
to the essence of a narrative," says 
Crowell. *For all his sometimes dark 
and grumpy persona, in truth he was 
a gentleman. And truly an artist." 
Verlon Thompson, who recorded 
and toured with Clark for over 25 
years, adds: *For Guy, songwriting 
was just asimportant as painting 
or any other art form. He was so 
dedicated to telling stories and 
exposing the beauty in everyday 
life. He was a folk hero, a sort of 
Mark Twain character. Guy was 
always kind of bigger than life 
and epic." (DROBHUGHES 


withoutgettingkilledorcaught.com 





onhow Johnny-come- 


lately oiks " 


annoying the neighbours 


ORKINGinthe 

City of London 

during the day and 
frequenting the Roxy or Vortex 
by night, The Members' chief 
songwriter JC Carroll lived an 
odd double life in 1977. “It was 
like Superman," hetells Uncut. 
“Mild-mannered bank clerk 
turns into crazy punk rocker." 

Seeking excitement, the 
guitarist had moved up to 
London from Camberley, 
initially working for the Queen's 
bankers, Coutts, before punk rock 
took over. His new memoir, (Still) 
Annoying The Neighbours, details 
how he was drafted into The 
Members by singer Nicky Tesco, 
before penning the two brilliant 
singles that would define their 
legacy — 1978's “Solitary 
Confinement” and 1979's “The 
Sound Of The Suburbs" - in 
his bedsitin Kilburn. *Iwas 
singing about my life: alienation, 
desperation," explains Carroll. 
“A window had opened where 
you could do that." 

With massive, football-terrace 
choruses, The Members - along 
with The Ruts and The Skids - 
helped define the second-wave 
punk sound. Kids from the 
provinces connected with Carroll’s 
songs celebrating “the dullness of 
our lives”, though Spirit Of’76 
purists were less convinced. “I 
started playing with The Members 
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| record. But by the time 1980 came 
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was snobbery,” laughs 
Carroll. “We were Johnny- 
come-lately oiks from the 
suburbs. The early punk 
scene was about 200 
people, and we didn’t 
belong to that clique.” 
Fashionable or not, “The 
Sound Of The Suburbs” 
reached No 12in January 
1979. “It became an anthem 
for all these suburban 
punks who wanted to bein 
London but were living in 
Carlisle or Luton,” Carroll 
says. “It’s a blessing anda 
curse because ГП always be 
associated with that fantastic 


Bedsitland — released this month. 
Meanwhile, “The Sound Of The 
Suburbs” remains an era-defining 
tune on the revival circuit. “It’s 
like a time-travel pill,” says Carroll. 
“Т can take somebody in their fifties 
and make them feel like they’re 15 
for three minutes.” Crucially, it was 
asong that defined how punk rock’s 
big bang resonated across the 
nation. It was easy being 
a punkin London, Carroll 





along, that was all old hat.” 
The Members left the country 
for three months to tour America, 
New Zealand and Australia, and 
returned home to find a music scene 
transformed. “The Specials were 
the main band,” Carroll says. 
“We felt like yesterday’s men.” 
Despite turning their hand to 


JC CARROLL 
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political ska-punk (check out to play music: 2 o «o^ argues; being a rebel out 
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The Members were dropped by with mandolin UM, М guts. “The message 

Virgin following the release of and accordion pi jh » was, you don't have to 

their second LP. They headed to on Johnny vara а be trendy. You don't 

America in search of a new start, Thunders' 1985 м. А к. have to bein London to 
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gave up the ghost in 1983. He reformed The New e x (Still) Annoying The Е 
Carroll later sold retro clothing Members (minus the | Neighboursispublished ® 

on Portobello Road and ran his reluctant Tesco) in by Anglocentric on : 

own acid house-era boutique The 2009, with а new March 18; Bedsitland = 

Dispensary, but he also continued album - the elegiac isoutthefollowing day Е 





MAY 2021: UNCUT -7 


Y Bunny Wailer in 





_ 1998:"A 
_ idiosyncratic 


ANNSUMMA/GETTY IMAGES; MICHAEL OCHS ARCHIVES/GETTY IMAGES 


Los Angelesin 
Ап 


presence’ 
all 


BUNNY WAILER | 1947-2021 


Rememberinga 
reggae pioneer 
whoeschewed 
international 
stardom withBob 
Marley to follow his 
ownspiritual path 


ITH the passing of Bunny 

Wailer, one of the great 

founding acts of Jamaican 
music — The Wailers — is no more. Bob 
Marley, Peter Tosh and Bunny Wailer 
(born Neville Livingston) tore up 
Jamaica as a teenage vocal trio in the 
mid-1960s, swiftly scoring a string of 
hits thatincluded *Simmer Down", 
*Love And Affection", *Putit On" 
and “Rude Boy”. Initially signed to 
Coxsone Dodd's Studio One label, The 
Wailers typified the exuberance of 
their newly independent nation in the 
era of upbeat ska; they would later 
reflect the rebellious “rude boy” 
phase of rocksteady, and later still 
reggae’s defiant doctrine of Rastafari. 
The Wailers were always leaders. 

Bob and Bunny were boyhood 
friends, meeting Peter Tosh after their 
families moved from the country to 
Kingston’s Trenchtown. Mentored in 
the art of vocal harmonies by singer 
Joe Higgs and modelled on Curtis 
Mayfield's Impressions, The Wailers 
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were among the first of Jamaica’s 
numerous vocal trios alongside The 
Maytals and The Paragons. Three 
distinctive voices were in play – 
Marley % soulful tenor, offset by 
Tosh's growling baritone and Bunny's 
gospel falsetto — along with three 
contrasting personalities: Marley 
restless and outward-looking, Tosh 
angry and confrontational and 
Bunny dreamy and introspective. 

Intent on carving their own path 
through JA’s piratical music scene, 
The Wailers drew the establishment's 
wrath, with Bunny handed a year's 
prison sentence on a trumped-up 
ganja charge. Later reconvened 
under producer Lee Perry, they 
remained a prolific, radical force led 
by Marley compositions like “Soul 
Rebel" and *Small Axe", though 
Bunny contributed “Dancing Shoes" 
and “Dreamland”. 

The Wailers' signing to Island 
Records in 1972 proved to bea 
watershed. Old Bunny compositions 
like “Pass It On”, “Hallelujah Time" 
and “Reincarnated Souls” featured 
in the group’s Island recordings, but 
a promotional UK tour that winter 
brought Bunny to despair at the “war 
zone” he encountered, a feeling 
reinforced by freezing snowfall. He 
retreated to the Jamaican foothills to 
grow crops, while Marley and Tosh 
claimed international stardom. 

Bunny was not done, however. His 
1976 solo debut, Blackheart Man, was 





With fellow 
'Wailers Bob 
Marley (centre) 
andPeter Tosh 
i ,1964 
к -—- о 


melodies with spiritual militancy, 
led by a title track that hailed Rastas’ 
redemption from outcasts to “the 
wonder of the city”. Other songs, 

like “Fighting Against Conviction”, 
recalled his time in prison. 

Bunny remained reclusive. Pinning 
him down foran interview in Jamaica 
atthe time proved a challenge. He 
materialised at the wheel of a Land 
Rover, a wiry, smiling figure. He was, 
he said, “here to serve a purpose" 
given by a higher power, which is 
why he had gone solo. “I was a key 
man for Wailers' harmonies, but 
now I become my full self, solo." He 
explained that his label, Solomonic, 
was named after *Solomon, the 
wisest man"; the eyes on its logo were 
there “to watch you – so be careful!” 

Bunny followed his grail 
unfalteringly thereafter. There were 
homages to his fallen comrade Bob 
- Bunny Sings The Wailers gave their 
early material a winning makeover, 
while Tribute covered Marley's more 
recent work. The likes of Protest, 
meanwhile, maintained a caustic 
view over Babylon. Bunny also 
embraced Jamaica's 30$ dancehall 
style, though his role was 
increasingly that of a Rasta elder. 
With his dyed beard and offbeat 
outfits he remained an idiosyncratic 
presence, one captured neatly 
in Kevin Macdonald's 2012 
documentary Marley. His final years, 
laid low by strokes, were an injustice 
to his vibrant spirit and spiritual 
search. (DNEIL SPENCER 
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FROM THE MAKERS OF UNCUT 


AQUICK ONE 


Thisnationssaving 
grace!Presentingthe 
to 
andsaluting the 
genius (lyrical, musical, 
conversational) of their 
leader, Mark ESmith. 
Featuringin-depth 
reviews of allFall work, 
through the many 
lineup changes, tothe 
group's pugnacious 
butuntimely end.lt'sin 
shopsnow or available 
tobuy onlineatuncut. 
co.uk/single... 


Tocoincide with the 
launchof snewlive 
albumseries (see over), 
Domino are officially 
releasing 
5 

re-creation of 

recorded 
livein Colognein 2012. 
Originally aRecord 
Store Day exclusive, it's 
available digitally now... 


ony Allen(second 

left) withRemi 

Кабака/г Ben Okri 

and Damon Albarn 
E | 





sfinalstudio 
album, There Is No 
End, willbereleased 
posthumously on April 
30.Guestsinclude 


andBooker 
Prize-winning author 


ANAPOLOGY:inourlas 
issue, | 
insightfulreview of 

s 1970 (50th 
Anniversary Collection) 
was accidentally 
published withouta 
byline.Sorry about 
that, Richard... 





Includes 
I FOUGHT THE LAW (Live) 
COMA GIRL 
JOHNNY APPLESEED 
MONDO BONGO 
REDEMPTION SONG 
and previously unreleased 
JUNCO PARTNER (Acoustic) 


REMASTERED 
BY PAUL HICKS 








Available on CD, Limited Edition Red &LP Vinyl, 180g 2LP Vinyl and Digital 
Out 86/5/81 
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DARK HORSE RECORDS 


ROBINLAANANEN 


Natalie 
Bergman: 
"Eachsong 
issospecific 


How asudden tragedy 
prompted the WildBelle 
singer's gospel-inspired 
soloreinvention 


was turned upside down. She received a call 

saying that her father and stepmother had 
been involved in a head-on road traffic collision. 
A drunk driver had been travelling the wrong way 
down the highway and crashed into the taxi they 
were in, killing them and both drivers instantly. 
Natalie and her brother Elliott - otherwise known 
as psych-pop duo Wild Belle - cancelled their 
imminent show at New York's Radio City Music 
Hall and travelled back to the family home in 
Chicago. It's a moment Bergman recalls with 
harrowing, pinpoint detail on the devastating 
*Last Farewell", the final track of her first solo 
album, Mercy: “It all ended with the crash/ Tell 
me, heaven, where was your grace?" 

"It wasa crucial part of my grieving,” explains 
the LA-based Bergman of making the record, 
which weaves together gospel, soul and dreamy 
1960s pop to create a potent, uplifting tribute 
to her father. “Once I began writing, 

I quickly realised that this would be 
the medicine that was going to help 
me continue on in life. Each song is so 
specific to my love for my dad or just 
the experience of his death itself. It 
brought me closer to him and in 

a way it brought him back to life." 

Mercy isn't just inspired by the sound 
of gospel; its messages of worship 
resonate throughout the album's 12 


| N October 2019, Natalie Bergman’s world 





“Natalie has 


" un 


in New Mexico's stunning Chama Valley. 

Sixty miles from the nearest town, it was totally 
isolated. “I knew that I needed to find some place 
ofsolitude and it wasn't going to bein Los Angeles 
or Chicago," she explains. "When you lose your 
parents, you need to find an understanding of 
what happens after death. I went there and asked 
some questions. AndI got some answers." 

Natalie might have spent her time at the 
monastery in total silence, but when she returned 
home to LA she knew exactly what she had to do. 
Commandeering her brother's studio in Cypress 
Park, she began recording her own songs of praise, 
producing herself for the first time. “Music’s 
always been a collaboration or a community 
thing for me. If you'rein the studio alone you can't 
groove with somebody else. But it turns out I can 
groove with myself and it sounds pretty good!" 

Still, there was onething missing - and 
Bergman knew where to find it. She travelled 
backto Chicago to seek out Elsa Harris, a singer 
the Bergmans knew through their family church. 
Itwas with Harris and the Larry Landfair Singers 
that Bergman had sung "Amazing Grace" at her 
father's funeral. *Ithoughtit'd bea nice nod to his 
life by including them on the album,” she says. 
While a tornado raged outside the studio, 
Bergman and the choir laid down vocals for the 
sunny, sorrowful doo-wop of *Shine 
Your Light On Me". *It was a beautiful 
thing," remembers Bergman. *We 
were just singing music about Jesus, 
andall protected under one roof." 

Mercyis due to be released on 
Jack White's Third Man Records, 
who have embraced Bergman's 
unapologetically devout approach. 
"They've been so welcoming," she 


tracks. “Dedicating myself to God just says. "Iremember one of the early 
gave me a purpose - it helped me work painted therain conversations was something along 
throughallofthe darkness," says andoffered the lines of: ‘We ain't afraid of Jesus! 
Bergman, a lifelong churchgoer. Early  asenseof We ain't afraid of gospel music!” 


ideas for the record started to form 
when, shortly after her father's death, 
she travelled to a far-flung monastery 
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healing, finding 
thereisstilljoy in 
the world’ Beck 


Amen to that. 0 LEONIECOOPER 


Mercy is out on May 7via Third Man 
















UNCUT PLAYLIST 


MDOUMOCTAR 
Afrique Victime 

MATADOR 

Tuaregguitar-slinger and 
honorary Superwolf reveals 
his contemplative side; 
thankfully there'sstillroom 
foranalmighty freakoutonthe title track. 


DAMONLOCKS & BLACK 
MONUMENT ENSEMBLE 


Now INTERNATIONAL ANTHEM 
Chicagospiritualjazz supergroup 
confrontthehorrors of 2020 by 
imagining Attica Blues producedby 
Antipop Consortium. 


CAN 

Live In Stuttgart 1975 

SPOON/MUTE 

Halleluhwah! Can's much-promised 
live albumseries finally blasts off with 
asetlist-defyinghurtleintoinnerspace. 


UR REALESTATE 

ғ "Half A Human” pomno 

й Thejam-bandbugbites even 
*" indiesmostbuttoned-down 

Г * group,usinglockdownto 
не stretchoutonthis dreamy 

_ six-minute single. 


ROSALI 

No Medium spinster 

"Oh, tearme apart/Il'‘malready loose 
atthe seams... Raw butredemptive 
follow-up to former Uncut Album Of 
The Month Trouble Anyway. 


COLLEEN 
The Tunnel And The Clearing 


THRILL JOCKEY 

ThesoundofBarcelonaat dusk, filtered 
through Yamahaorgan, Elkarhythm box 
andRolandSpaceEcho. 


KASAI ALLSTARS 

Black Ants Always Fly Together, 
One Bangle Makes No Sound 
CRAMMEDDISCS 

Relentlessly uplifting fourthlong- 
player from the proverb-loving 
Congotronics stalwarts. 


ROY 

Roy's Garage IDEEFIXE 

Amidbottles of turps andbrokenpower 
tools, Toronto's Patrick Lefler crafts 
pitch-perfect miniatures of various 
‘60s styles from Beach Boys sunshine to 
Doorsy gloom. 


GROWING 

Diptych SILVER CURRENT 
Concerned that Mogwai 
have gonepop ? Thesetwo 
side-longreverberations of 
tectonic ambient fuzz should 
see youright. 


US GIRLS 

Junkya ГО” aap 

Ahighlight of 4AD's 40th-anniversary 
comp Bills & Aches &Blues, as Meg 
Remy locates the groove buried deep 
within The Birthday Party's fetid 
primevaljabber. 
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“Tm a performer. Pm 
the bloke who walks 
out witha bit oflippy ~ 
on, points at lights 
and sings” 



















Peter Murphy 
liveatFabrique 
Club, Milan, 
Italy, November 
22,2018 
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INSTANT KARMA 


actually quite 


hilarious 49 





T'Snotacourse ofaction he would 
recommend to everyone hoping to 
get their band back together, but 
Peter Murphy attributes the current 
Bauhausreunion to having a heart 
attack. He was about to take the stage 
fora solo showin New Yorkin August 
2019 when he "felt slightly dizzy and 
had aching arms, the classic symptoms. 
But I'm one of those people who go, 
‘No, I'm OK, don’t worry about it." The 
consummate performer, he even managed 
to finish the gig — “people thought it 
was an amazing show” - before his tour 
manager dragged him to hospital, where 
he was put into an induced coma and 
had stents placed in his heart. “During 
that time, some resistance within the 
band evaporated. I think it was due to 
the emotional factor: I almost died. 
Once one is that close to death, you 
do appreciate everything.” 
Within weeks, Murphy had madea 
full recovery - “I’m very strong” – and 
Bauhaus announced their first shows 
for more than а decade; their reunion 
tour reaches the UK in October. “I’m ' 
ап advocate for playing as Bauhaus Hibs, Ри 
because I’ve never felt we were а | 
historic band. We split up so early 
that we've always retained a kind of 
natural vitality. And then you've got 
me at the front, looking fantastic!" 
If you had Murphy pegged as a 
pallid, coffin-dwelling merchant 
of doom, then you've got the 
wrong vampire. We've barely 
exchanged greetings before 
he's putting on an exaggerated 
Irish accentto tell an uproarious 
anecdote about his father's funeral, 
and he punctuates the interview 
with ribald asides, including a 
rendition ofthe “very pervy” "Warm 
Leatherette” delivered in the style 
of Peter Cook. “I’m actually quite 
hilarious on stage,” he declares, 
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Vampingitupat 
London'sLyceum, 
October 14, 1982 
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The conditi her of goth? Not 
if he can helpit. Bauhaus's 
loquacious frontman holds 
forth on The Cure, meeting 
bowie and how to make 
an entrance: *I knew what 
I was doing" 


Interview by SAM RICHARDS 


with typical 

wild immodesty. “I 
shouldn't, becauseI get 
pulled up: 'You'll ruin 
the whole mystique!” 


Is "Peter Murphy" 
onstageasort of 
alter ego to your 
actualself? 


Brian Haskins, San 
Clemente, California 
Anybody who walks 
on stage takes on 
something, otherwise 
they can’t doit. To 
walk up in front of 
an audience and 
perform is an essential 
theatrical moment, 
but I wouldn’t call 
itan alter ego. The 
first artist Ireally 
loved was Bolan, this 
ephemeral, beautiful 
figure. Elvis was big 
in my head too. He 
looked brilliant - you 
see Elvis and it's Elvis. 
He hada presence; 
something elseis 





happening there. Iwas on the school bus 
апа I saw a small black-and-white cutout 
from a music paper of this creature — a 
Nijinsky form with some lipstick, it wasn't 
male or female. Of course, it was Bowie. 
Iwaslike, Whoisthat? Whatisthat?' I 
didn't have to hear anything. Just that 
smallimage and something sparked. SoI 
know to do that. You can say I’m acting it, 
butIcan'tactthat; Ican do it. 


What wasitlike to cross paths with 
David Bowie on the set of The Hunger? 
EvanRoberts, Shrewsbury 

[Director] Tony Scott was looking for a 
band to be in the corner of a music club. 
But when he came to our show and saw 
me, it became more than just a band. I’m 
good for the cameras. Iam! He filmed me, 
and Danny Ash’s elbow. I thought, ‘Oh no, 
this is going to split the band up!’ 

We do it in Heaven at Charing Cross, very 
early in the morning. I could feel Bowie 
was in the building, so I looked up and saw 
him watching me. It senta shiver down my 
spine. I’m a rooster — Ido my thing, I don’t 
care. But not really: I thought, ‘Oh fuck"... 

After we come off, I don’t want to meet 
him at all. I can see Bowie looking down 
at me from the balcony and I think, ‘I 
have to get out of this.’ I felt that I looked 
like a Bowie casualty. He’d be thinking, 
‘Oh, one of those. And I’m not one 
of those. Anyway, turns out Bowie’s 
dressing room is next door to ours. I’m 
trapped! He graciously comes to visit me 
in the dressing room and I’m answering 
questions — ‘Yes... mmm... no... mmm... 
mmm... — asif I was with the emperor. I’m 
thinking, ‘Fuck off, because I don't know 
what to say to you! And then my girlfriend 
walks in and she's from Lahndan, you 
know? And Bowie’s like, “Aw, ’ello!” and 
he gets all Lahndan too and they start 
chatting like, “Yeah, awright, I lived in 
Brixton, you know so-and-so?” Talk about 
destruction ofa paradigm. Ileftmyself № 
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Artrockers:(I-r) David J, 
Peter Murphy, Kevin 
Haskins and Daniel Ash 
of Bauhaus pose by 
Isamu Noguchi's Red 
CubeonBroadway, 1982 


on the floor when I walked out. Never 
meet your heroes! Unless it’s me. 


What wasitlike being suspended 
upside down for the opening of your 
Coachellasetin 2005? 

John Woodward, Nottingham 

My idea. We thought, ‘There are going to 
be5,000 people who know Bauhaus and 
50,000 who say they know but don't really, 
so we're gonna give them Bauhaus: Right, 
simple! Open with “Bela” and I'm doing 
itupside down, because it's the kitchest 
thing you can imagine. It's so kitsch it's 
almost genius! It got all the press: if you 
wantto do something, do it upside down, 
and they'll look at you. That song's nine- 
and-a-half minutes long; liveit can go to 
11. And 12 minutes is the maximum you 
can stay upside down for before passing 
out. So I got these boots with hooks on 
and practised it every day for two weeks, 
likean astronaut. To hear the crowd go, 
‘Waaaaaaaah!’ was very satisfying. I knew 
what I was doing. 


Do you think The Cure listened to 
“Bela Lugosi's Dead" before writing 
“AForest"? 

Mark Calhoun, Batley, Yorkshire 

I think Robert would have listened to it, 
but there was no rivalry. Except I did notice 
that from a great coat, navel-gazing, hairy- 
armpittype band, they suddenly started 
slapping on a bit of lippy and eyeshadow, 
you know what I mean? Now, now! We did 
that, and henicked it! And once we split, 
he was all out with it and they became ‘the 
goth band'. He's still doing that, looking 
like a bricklayer. Whichis fine! They're 

a great band. I loved “A Forest”. 


Did youreally skip the Bauhaus 
rehearsal where the other three 
formedLove AndRockets? Whatdo 
you think of the music they made? 
Liz Wheeler, Shaftesbury, Dorset 

It wasn’t a rehearsal that I skipped. I 
was in hospital nearly dying from viral 
pneumonia. We were just about to go 
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| toWalestostartan album 
| [1983's Burning From The 

| Insideland by the time I 

| they'd gonetoa studio 

| meon many levels! *He's 


| four songs had been written 


| myself, I rewrote them, 


| vocals on “Slice Of Life” 


| togetout. David did admit, “We were 


| to have asolo career. David had done 
| asingle [with original Bauhaus artist/ 


| this you're doing that? I found it 
| difficult to listen to them because 
















































































Batman:Murphy 
performs "Bela 
Lugosi's Dead” 
atCoachella, 

^ April 30, 2005 


recovered, I realised that 


and started without me, 
which was appalling to 


dying, let's go!" Bythe time 
Ireached those sessions, 


with other people's vocals 
on. I changed those vocals 


although I kept Danny's 


because it was beautiful, 
andIknew it was his baby. 
Those were the seeds of Love 
And Rockets - they were bursting 


jealous of you." But I didn't wantall the 
attention. I wasn’t angling in any way 


poet René Halkett| and Danny had 
his Tones On Tail stuff and I thought, 
‘What the fuck are you doing? You’rein 


| this band! What more could you " 
| want?’ So I could see there was 


desire – unwisely - to get out of 
it, and that’s what split the band 
up. Suddenly they’re Love And 
Rockets and they’re pouting and 
doing asong called “So Alive” 
with girls’ legs walking around 
[in the video]. After you were 
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"If vou want to do 
something, do it upside 
down, and they'll 
look at you” 


ані 93139 





you've been in such a powerful experience 
that there's alot of resentment, so you 
can't hear their music objectively. 


Do you think there llbe another 
Bauhaus album? 

Gaz Carlyon, via email 

Ialways pitch for that, but you've got to 
catch us all atthe right time. A certain 
person needs theright emotional space 

to really be there. And he is there, but he 
doesn’t think heis. He has ideas like, ‘Nah, 
we've done our best, you don’t wanna be 
one of those bands.’ I understand that point 
of view, but that could be dropped at any 
point when we start work. All we need to do 
is plug in and it’ll be OK. I think the other 
members are like, ‘Yeah, let's do it.’ But 
that other person’s got to want 
it. And he does want it, really. 


Willwehave anew solo 
albumin 2021? 

Philip Zee, via email 

There's an album I’m mixing 
now. I’ve done it with Youth 
over in Spain - he’s gota 
fantastic residential studio on 
amountain near Grenada. My 
management’s looking at the 
right label and I’m also thinking 
carefully of the timing, because 
I don’t want it to overpower the 
coming Bauhaus shows. It’s very 
unusual but there’s a fluency to 
it. There are some very grand, 
beautiful pieces. And it does have 
some extremely special guests on 
it. ’m not swinging my dick here, 
but they're people who heard it 
and said, ‘Га love to perform 
on this.' Oneofthem, you 
might go, ‘Him? Really?’ 


Whoare your 
favourite painters? 
AnastasiaProkofeva, 
via email 
Mondrian. Egon Schiele. 
Actually the whole of Love 
Hysteria was written to the 
paintings of Carlos Sosa, 
who’s a brilliant artist from 
Venezuela. I used them as 
animaginal kick-off point. The 
paintings, they told me stories that 
became the lyrics, and I did that 
in one evening. l'm a frustrated 
painter myself. I am really good, 
but I think, ‘IfI paint too well, I 
won't get to go out on tour.’ I'm 
а performer. I’m the bloke who 
walks out with a bit of lippy on, 
points at lights and sings. When 
people ask me what I do, I say, 
“Oh, I’m just good-looking!” ® 





Peter Murphys first five solo albums 
-plus anewrarities compilation - 
are beingreissued on coloured vinyl 
by Beggars Arkive, starting with 
Should The World Fail To Fall Apart 
on April 9; Bauhaus play London's 
Alexandra Palace on October 30 








JANE WEAVER 
FLOCK 
FIRE RECORDS LP / CD 
Available on Ка cream LP, light rose LP and CD. 
“Flock’ might prove to be the defining album in her 
career” Uncut “Weaver’s version of pop is distinctly 
cosmic and deliciously skewed.” The Guardian. 
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SACCADES 
FLOWING FADES 


FUZZ CLUB RECORDS LP / CD 
‘Flowing Fades’ is the 2nd Saccades album from The 
KVB’s Nicholas Wood. The Manchester-based artist’s 
solo material under the Saccades moniker is an 
exercise in escapist psychedelic pop. 





RENEE REED 
RENEE REED 
KEELED SCALES LP / CD 


Dream-fi folk from the Cajun prairies, “an effortless, 
inspired union of the haunting folk music that Reed 
was raised on and a lilting, lost 60s French-pop gem”. 





ACCESS 


WINSPEAR LP / CD 
Access, the second album by Major Murphy, is full of 
heavy rock'n'roll sounds and hyper-creative jittery 
warmth - a remarkably cohesive relic in an age 
where true “album-making” is a fading art. 


CARGO COLLECTIVE: AN 


AMALGAMATION OF 


CARGO C 








GODSPEED YOU! BLACK EMPEROR 


G D'S PEE AT STATE'S END 
CONSTELLATION LP / CD 


GYBE returns with a soundtrack for our times: two 
riveting side-lengths of noise-drenched post-rock 
spittle and grit, two shorter elegiac companion 
pieces. Deluxe vinyl is 180gLP + 10" in thermograph 
gatefold.. 





CONSOLIDATED 


МЕКЕ ALREADY THERE 
THE END OF RECORDS 2LP / CD 


Consolidated, the political dance/industrial music 
band from the early 90’s joined again for a studio 
session in San Francisco last summer, resulting in a 
new album. ‘We’re Already There’. First release on 
Consolidated’s own label ‘The End Of Records’ 





MY PEOPLE 


SINGLE LOCK RECORDS LP / CD 
The next generation of New Orleans music shares a 
bold vision for the future with a reverence for the 
past. That future is Cha Wa. A Mardi Gras Indian funk 
band that takes the music of the streets into the 
21st century. 
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~ EL MICHELS AFFAIR 
YETI SEASON 
BIG CROWN LP / CD 


A mind bending amalgamation of El Michel’s Affair’s 








trademark cinematic soul and Turkish Funk. Featuring 


vocals by Piya Malik and The Shacks. 


RECORD SHOPS 


LLECTIVE 





AND LABELS 





NIGH TINGALES 





THE NIGHTINGALES 


PIGS ON PURPOSE 
CALL OF THE VOID 2LP / CD 


First vinyl pressing since 1983 on double blue 
vinyl with new liner notes, includes early demos 
& non-album singles. The acclaimed debut album 
from seminal Birmingham post punk revolutionaries, 
coincides with new 'King Rocker' documentary. 





THE REDS, PINKS AND PURPLES 


UNCOMMON WEATHER 
TOUGH LOVE LP / CD 


Self-recorded & mostly self-performed, features 
pinnacle versions of songs Glenn Donaldson has honed 
since the beginning of the project. He imagines his 
listeners are just like himself: fascinated & addicted to 
the spiritual power of uncomplicated pop classics. 
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MINT JULEP 
IN A DEEP & DREAMLESS SLEEP 
WESTERN VINYL LP / CD 
The husband-and-wife duo exudes a heavy fog of 
shoegaze sensibility, and infectious pop know-how on 
their new album. Clash says they’re “Reminiscent of 
M83 or even...CHVRCHES.. 





> 
T 
E 
4 
m 
df 
3 


marec a d mud а LERNTE ИЕ, 


MATTHEW E. WHITE 
& LONNIE HOLLEY 


BROKEN MIRROR: A SELFIE REFLECTION 
SPACEBOMB LP / CD 


An assembly between two profoundly Southern U.S. 
artists, a callout to the power of collaboration, of 
kindred spirits connecting in crowded rooms. 


DEDICATED TO 
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10 ме жы 


i. PAR LOC 
THE MOUNTAIN GOATS 
SONGS FOR PIERRE CHUVIN 
MERGE RECORDS LP / CD 
“Recording on the same boombox that launched his 
career, John Darnielle returns to his lo-fi roots for an 
album of alienation, ancient pagans, and making it 
through the year together.” Pitchfork. 
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WILLIAM DOYLE 


GREAT SPANS OF MUDDY TIME 
TOUGH LOVE LP / CD 


Born from accident but driven forward by instinct, 
Doyle showcases a unique exploration of pop, art- 
rock, ambient & idiosyncratic compositions, married 
with a voice that deftly glides from tender restraint 
to soaring peaks. 





BLACK SPIDERS 


BLACK SPIDERS 
DARK RIDERS CD 
This is Black Spiders back at their very best. 13 solid 
gold punches, hitting well above their weight, every 
time. Exactly how you want it. It’s good to be back. 





THE ARMED 


ULTRAPOP 
SARGENT HOUSE LP / CD 


The Armed return with their Sargent House debut 

ULTRAPOP, an album that seeks to create the most 

intense experience possible, a magnification of all 
culture, beauty, and things. 


BRINGING YOU NEW MUSIC 


IRELAND: DUBLIN - SPINDIZZY / KILKENNY - ROLLER COASTER RECORDS NORIHERN IRELAND: SABLE STARR RECORDS > л DUNDEE - ASSAI / EDINBURGH - ASSAI / GLASGOW - LOVE MUSIC / GLASGOW - MONORAIL/ WALES: ABERYSTWYTH - ANDY'S RECORDS / CARDIFF - SPILLERS / NEW INN 
- MARBLE VINYL RECORDS / NEWPORT - DIVERSE / SWANSEA - DERRICKS NORIH- WESI: BARROW-IN-FURNESS -TNT RECORDS / LIVERPOOL - 81 RENSHAW LTD / LIVERPOOL - PROBE/ MANCHESTER - PICCADILLY RECORDS / PRESTON - ACTION RECORDS NORTH-EAST: BINGLEY - FIVE RISE RECORDS / 
HARROGATE - P & C MUSIC / HEADINGLEY - VINYL WHISTLE / HUDDERSFIELD - VINYL TAP/ LEEDS - CRASH / LEEDS - JUMBO RECORDS / NEWCASTLE - J G WINDOWS / NEWCASTLE - BEATDOWN / NEWCASTLE - BEYOND VINYL/ NEWCASTLE - REFLEX/ SCARBOROUGH - RECORD REVIVALS / SHEFFIELD - BEAR 
TREE/SHEFFIELD- RECORD COLLECTOR / SHEFFIELD - SPINNING DISCS / STOCKTON ON TEES - SOUND IT OUT/ WAKEFIELD - WAH WAH RECORDS MIDLANDS: BEDFORD -SLIDE RECORDS / CAMBRIDGE - LOST IN VINYL/CAMBRIDGE - RELEVANT / COVENTRY -JUST DROPPED IN / DERBY - REVEAL RECORDS / 
LEAMINGTON SPA - HEAD/LEAMINGTON SPA -SEISMIC RECORDS/LEIGHTON BUZZARD - BLACK CIRCLE RECORDS / LETCHWORTH - DAVID’S MUSIC / LOUTH - OFF THE BEATEN TRACK / NOTTINGHAM - ROUGH TRADE / OXFORD - TRUCK STORE/STOKE ON TRENT - MUSIC MANIA/STOKE ON TRENT - STRAND 
RECORDS / WITNEY - RAPTURE 50 ~. BEXHILL ON SEA - MUSIC’S NOT DEAD / BLANDFORD FORUM - REVOLUTION ROCKS / BOURNEMOUTH - AVID RECORDS / BRIGHTON - RESIDENT / BURY ST.EDMUNDS - VINYL HUNTER / GODALMING - RECORD CORNER/ HASTINGS - CLOTH AND WAX/ LEIGH-ON-SEA 
- FIVES/ LONDON - BANQUET GRAVITY / LONDON - CASBAH / LONDON - FLASHBACK / LONDON - ROUGH TRADE EAST / LONDON - ROUGH TRADE TALBOT RD / LONDON - SISTER RAY / LUTON - VINYL REVELATIONS / ROMSEY - HUNDRED/ SOUTHSEA - PIE & VINYL/ SOUTHEND ON SEA - SOUTH RECORDS / ST 
ALBANS - EMPIRE RECORDS / STANMORE - HORIZONS MUSIC / WATFORD - LP CAFE / WIMBORNE - SQUARE RECORDS / WHITSTABLE - GATEFIELD SOUNDS / WINCHESTER - ELEPHANT RECORDS SOUTH WEST: BRISTOL - RADIO ON / BRISTOL - ROUGH TRADE / CHELTENHAM - BADLANDS / FALMOUTH 
- JAM / FROME — RAVES FROM THE GRAVE / MARLBOROUGH - SOUND KNOWLEDGE / TOTNES - DRIFT / SWANSEA - TANGLED PARROT VAILORDER AND INTERNET ONLY STORES: ВЕЕЕР.СОМ / BOOMKAT.COM / JUNORECORDS / NORMANRECORDS.COM / PEBBLERECORDS.CO.UK / RECORDSTORE.CO.UK 


17 HEATHMAN'S ROAD, LONDON SW6 4TJ - CARGORECORDS.CO.UK - INFO@CARGORECORDS.CO.UK 
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‘Antennahas changedits airfromshortwauveto ballistic cruise" 
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RYLEY WALKER 


Course In Fable 


HUSKY PANTS 


Chicagoan takes smart step sideways. By Sharon O'Connell 


have seen a lesser artist forever shackled 
to his sources but Walker soon moved on. 
After the all-instrumental Land Of Plenty 
(one of two fine hook-ups with Bill MacKay) 
came 2016’s Golden Sings That Have Been 
Sung, which was to some degree a transitional 
album. Its opener, “The Halfwit In Me”, showed 
that although 705 UK folk still loomed large, 
Walker was keen to explore his other interests, namely 
Chicago-school experimentalism, improv jazz and 
chamber pop. 
It was with Deafman Glance in 2018, though, that 
he stepped out of the shadow of his heroes and into 
the leftfield contemporary sunlight. As Walker said at 
the time: “I really can’t go back to making a Fairport 
Convention-sounding record.” “Telluride Speed”, 
especially, is significant: starting with spry, finger- 
picked guitar and pastoral flute, it then establishes an 
urgent, post-rock-ish motif that opens up into abstract 
pastoralism, allowing him to chuck in a couple 
of minutes of psych guitar 
vamping. However, Deafman 
Glanceis not the only evidence 
that Walker has really been 
stretching his legs of late: in 
recent years, he has made two 
records with free-jazz drummer 
Charles Rumback and, in 
February, he joined Japanese 
psych rockers Kikagaku Moyo 
for alive album. For anyone 
still finding it hard to mentally 
reconfigure Walker, it's worth 
noting that since he moved to 
New Yorkin 2019, there have 


OAD a promotional copy 
of Ryley Walker's fifth solo 
album into iTunes and the 
descriptor *prog fucking 
rock" appears beneath the 
title and his name. It's a slyly 
humorous detail that speaks 
volumes; most obviously, about his deep, oft- 
declared love for that music, which has a role here, 
but also his habit of self-mocking. Whether it's in 
interviews, onstage chat or his Twitter feed, Walker 
is always ready with a pin, to prick truth's painful 
swelling or any hint of pretentiousness. 

Ifthere's a place where that self-consciousness 
falls away and Walker roams (almost) free, it's in the 
authentic present of his music. It was the absence of 
what he called “smoke and mirrors" that first drew 
himto BertJansch, Nick Drake and John Martyn 
for 2014's All Kinds Of You, which introduced a guitarist 
skilled beyond his 24 years, undisguised influences 
or no. A year later, Primrose 
Green confirmed him asa | 
striking songwriting and 
instrumental talent committed 
tothe cause, with an irresistibly 
sun-glazed, stoner jazz-folk 
style that leaned heavily on 
Pentangle and Tim Buckley 
as well as the mystic flow and 
vocal tics of Van Morrison. As 
a comparison of the Primrose 
Green and Astral Weeks covers 
shows, Walker'simage played 
toretro romance and the idea of 
the gilded prodigy. That might 
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Fuck me, 
l'malive: 
Ryley 
Walker 
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beenimprov hook-ups with David Grubbs, JR 
Bohannon and Garcia Peoples, among others. 
Staying in his lane has never appealed. 
Allofwhich makes Course In Fable a clear case 
ofnatural evolution, rather than calculated 
reinvention — and a record that opens a fresh 
chapter in Walker's story. It's a short (just 41 
minutes), ineluctably lovely set, light, bright 
and often dizzyingly joyful, but also thrillingly 
unpredictable, with complex, jazzy arrangements 
against which Walker’s phrasing gently pushes 
and pulls. His lyrics are as poetic, poignant and 
sometimes droll as they are difficult to parse, 
although as always, they capture the writer’s 
experiential instant. It seems that his “now” is 
less painful than it has been for some time. The 
music sees him drawn back to his formative 
years in Chicago, reconnecting with its rich 
underground history and the likes of Gastr Del Sol/ 
Jim O’Rourke, Isotope 217 and Tortoise, whose John 
McEntire produces. Bill MacKay, touring buddy 
Andrew Scott Young and Ryan Jewell (a Walker 
mainstay live, who also played on Golden Sings) 
serve on guitar/piano, bass/piano and drums, 
respectively. It’s an ensemble effort, born from 
trust and intuitive flair, but the Young/Jewell team 
deserve respect for the balletic grace and buoyancy 
presentin ...Fable. There are understated strings, 
synths and (crucially) space to turn cartwheels. 
Explaining his choice of players, Walker told Uncut 
his trick is “to just be around folks I love and see 








Smoke break: 
Walker'scup 
runneth over 


what sticks. There's a fearlessness 
when I hear Andrew, Bill and Ryan 
play music. I follow their lead. There’s a 
revolving door ofa dozen or so folks over 
the years who humble me and keep me 
listening and learning.” 

Walker claims that although Course 
In Fable fulfilled his desires to make a 
record on his own timescale and with 
his own money, on his own label, it 


+ 


4 Striking 
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Your Big Premiere 


against piano-and-guitar dialogue and 
Walker exclaims in wonder and relief: 
“Fuck me, I'm alive". The terrific “Axis 
Bent” surprises in its manifestation of 
Stephen Malkmus as a kindred spirit 
(Grateful Dead are the connecting 
point), with echoes of West Coast ’7o0s 
fusion, a blown-out guitar motif and 

a dash of freeform skronk. Its name 
suggests anything but a freewheeling, 


4 


Down 


wasn'tthe album that he originally = спб Laurel Canyon-ish beauty but that’s 
planned. That was “a double LP prog KA ді 2. Slap what “Clad With Bunk" is, albeit pulled 
epic”. Itwithered on practicality’s vine 5 EE ты Bunk offcourse by what sounds like half 
butthere's more than an undercurrent Ebor docu adozen guitars in effortlessly fluent 

of prog on “A Lenticular Slap", which Geen interplay, a burred blues phrase and 
runs to nearly eight minutes and recalls 7 Shiva With aripple of psych rock. 

Kiran Leonard’s Knotty yet delicate Dustpan It’s only keening, luminous closer 
compositions. The set opens with the — À “Shiva With Dustpan" that clearly 
seductive “Striking Down Your Big Producedby: points back to where he’s been. But 
Premiere”, where stiff-breeze pacing is ... here, he and his band refract Nick 


punctuated by a booming three-chord 
coda and some sweet finger-picking 


i ; Portland, 
gives way to Walker's rueful note – іп Ponari 
atone that recalls '7os Elton - that Ryley Wa 


“You send me pulse from God knows 


Hallowed Halls, 


(guitar, vocals), 


Drake’s chamber folk through a’7os 
EH cosmic Cali lens - Crosby, perhaps. 
| It’s a fine combination, the sound of 
paths made familiar by constant tread 
plus intuitive choices enabled by years 


Iker 


where/Antenna has changed its air from Bill MacKay ofimprov discipline, intersecting. 
shortwave to ballistic cruise” and that (guitar, piano), It’s also where Walker can’t resist a 
he's “always shit-brained when |he’s] Andrew Scott sardonic spit into his own poeticism. 
pissed". It's followed by the lightly fried sui or *Walk my cobbles, ash anywhere/ 


circular folk orchestrations of “Rang 
Dizzy”, where strings rise and fall 


McEntire 


Jewell (drums, 
percussion), John 


keys), Nancy 
Ives and Douglas 
Jenkins (cello) 


EN а 


Shiva with dustpan, collect no fare,” 
runs the chorus, perhaps in reference 
tothe vagabond life of an independent 
musician. Then in the final verse: *Beg 
and choose in the land of opposition/I 
declare a happy birthday to every 
mouth full of shit". As always, Walker's 
expression is both plain-spoken and 
opaque; he'sthe anti-hero of his own stories buta 
"character" only in the colloquial sense. 

If Course In Fable sees Walker in a more relaxed, 
less self-conscious mode (“upbeat” might be 
pushing it), going where the evolutionary drift 
takes him, it's partly because he's come *home" 
tothe Chicago sounds of his youth and has the 
same trusted team, but also because he simply 
has less to prove with each record. “Sounds or 
direction are never calculated," he tells Uncut. *I 
hope to diverge from anything I've ever done on 
each new record. My styleis fake until I make it, 
with smoke breaks in between." Wherethe future 
takes him now is anyone's guess - ruling out even 
that double album of “prog fucking rock” might 
beunwise. 


(synths, 





ALONG THE WAY 


BILL MACKAY & 
RYLEY WALKER 
Land Of Plenty 


WHISTLER, 2015 

Thefirst collaboration with 
L——1 fellow Chicagoan MacKay 
(the second was 2017's SpiderBeetleBee) is a 
set of pellucid guitar instrumentals inspired by 
sessions that grew from jams at his home into 
amonth-longresidency at The Whistler. Blues 
ragas, Appalachian and Celtic folk and finger- 
style balladry are allin the mix. MacKay adds 
arequinto to their regular six- and 12-string 
choices. 8/10 
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Walker's extracurricular activities 
RYLEY WALKER 


The Lillywhite Sessions 
DEAD OCEANS, 2018 

Following the same year's 
Deafman Glance, Walker 
recordeda cover of Dave 
Matthews Band's 12-song bootleg set in just 
four days, alongside Course In Fable players 
Andrew Scott Young andRyan Jewell. Anyone 
who didn't know better might assume that 
it was a playful or even ironic move. Not so. 
“Dave is the most punk asit gets,’ Walker 


said. "Не doesn't give a fuck about radio 
hits." 7/10 


T 
4 4 










Ja KIKAGAKU MOYO 
wee & RYLEY WALKER 

x] Deep Fried Grandeur 
mim HUSKY PANTS, 2021 
"АКЕ ГАШ Recordedlive atLe Guess 
a "ua Who? Festivalin Utrechtin 
2018 and produced by Cooper Crain of Bitchin 
Bajas for Walker's own label Husky Pants, this 
album features just two tracks, shapedinto a 
40-minute monolith of riff-centric, psychedelic 
improv. Walker: “I was in the middle of a 
European tour, so had my full backing band. 
So with KM and me, nine motherfuckers 
total onstage, wailing.” 7/10 
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Gastr DelSol:(l-r) 
JohnMcEntire, 


JimO'Rourke 


What ever became of 

your original plan to make 
"adoubleLP progepic ? 
Idon'tthinkIhave the capacity to 
write 13-minute songs about a toad on 
aquestto eata magic mushroom grown 
in a faraway land. Plus, double LPs are 
expensive. These days I’m all about 
efficiency and reality. That being said, 
my hairlineis rapidly receding, there's 
grey in my beard and I keep buying 
synths. In thefuture, a double LP 
might be the absolute minimum. 


Why did you choose John 
McEntire as producer? 
Ihad known John from Chicago. In my 
mind, I was always friendly with him, 
but I realise now I was a total punisher 
and just cornered him at bars to ask 
about Gastr Del Sol records. We got 
backin touch this last year. Ihad a few 
other names I was kicking around 
butIhad wanted to make a record 
with John since I was a teenager. 
Itreally was a dream come true. I 
think he brought one ofthe most 
comfortable and fun recording 
experiences I’ve ever had. 


To your mind, doesa 
thematic threadrun 
through Course In Fable? 
I’ve gone about 10 miles into the 
woods and I’ve got 10 miles to get 
back out. It's all about getting back. 
For a long time, it was just sickness 
and death with the substances 
Iputin my body. Right now, I'm not after 


perfection, Ijust want manageability. Pve | & Y 4- 8. 
asked for help from mental institutions и бо. 


and counsellors to reach a baseline. I’m 
still sad and imperfect and I don’t have 
the answer to happiness; I’m just glad to 
be asking the right questions and living 
in the solution, not the problem. My 
relationship with myselfis much better. 
I think there’s a lot of joy in the tunes. 









































How muchof apart did 
improvisation play? 

Bill MacKay's guitar solos changed 

up from each take, but we had a road 
map for everything. The songs were all 
thoroughly demoed and written before 


| tracking. There were no half-baked 


ideas; [we] didn't have the time or budget 


| tofigureitoutinthe studio. Andrew, 


Bill and Ryanall have deep roots in 
improvised music, so thatinforms 
much of what they do. I trust them with 
the music and they all play fearlessly. 
There’s typically not a ton of back and 
forth when we write. Everybody finds 
their role and adapts with the others. 


Whatnew and/or refreshed 
listening habits fedinto the 
new record? 

More than anything, the contributions 
of John McEntire and the band shaped 
the music. The energy was really light 
and it just felt like we were nailing it. 
They all elevate my playing; it wouldn’t 
be the same without them. With that 
being said, Genesis, Gastr Del Sol and 
Thinking Fellers Union Local 282 are 


| the reference points I had going in. 
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My landlord hates it when 
I play Genesis. I play their 
records loudly all day, every 
day, and may not get my 
security deposit back. 


“Pond Scum Oceanis 
adifferentkind of song; 
whatitch doesit scratch? 
The tune was originally much 
looser, in a Crazy Horse kinda 
way. It eventually moulded 
into this four-on-the-floor-type 
beat that really stuck out to 

me. Andrew and Ryan really 
drive that tune home; ВШ and 

I just sort of dance on top of it. It 
definitely has roots in Gastr Del 
Sol/Tortoise adventurism. I wanted the 
guitar bits at the beginning to be closer 
to John Abercrombie or Sonny Sharrock 
than a cyclical folk pattern, which 

has been my bread and butter for 

too many years. 


On “Axis Bent’, the line “When I 
wrote the songwouldbreathe/ 
ltwasthebestl'dever had" 
feels weighted withregret for 
something lost, creatively. [$ 
that the case? 

It's justa portrait of taking myself 

too seriously at points. It’s just indie 
rock, you know? I take what I do very 
seriously but have none of the answers. 
Pm an absolute oaf. 


Asthe author of Course In Fable, 
how does Primrose Green seem 
to younow? 

Primrose Green sounds great — killer 
recordings and band. Absolute best 

I could do with the tools I had at the 
time, but I just can’timagine making 
something like that ever again. It was 
definitely pitched and sold as aretro 
sort of thing and I had everything to do 
with that. It felt disingenuous of me, at 
points; the tunes and style were a bit 
too precious and on the nose. I get older, 
gain ego, lose ego, gainitagain, cut 
carbs, spend all my money on Gentle 
Giant records, etc. It's just growth. I'd 
like to think everything since Primrose 
Green has a bit more depth. All that said, 
Iappreciate how much people enjoy that 
record. It really got out there and m 
eternally grateful for where it took me. 
A lot of people worked really hard on it. 


How have your relationships 
with Fahey, Janschetalevolved 
down the years? 

They're still all-timers, especially 

Bert, who is especially fearless. I take a 
lot from that. He has a body of work that 
goes in just about every direction. I used 
to just listen for this feeling of adventure 
he gave me. Now, with a few more years 
under my belt, I can relate to a lot of 

the pain. Funny how records bend 

and shape with where my brain is at. 


| INTERVIEW: SHARON O'CONNELL 
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GUY DOVE/DRAGCITY 
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thrustupon him. But whatever the Nick Cave's way of doing them: interior 
situation, thisis someone who doesn't monologue, swoosh of mane, lingering 








shy away from what's happening; shot of journal containing “the work". 
W AR D [= М [= LLIS who plays the cards as they fall. Now, Soitis, in a way, here. 
locked down like the rest of us (maybe Undoubtedly there are a set of 
not quite like the rest of us - he makes a circumstances where this might simply 
Ca rage GOLIATH couple of mentions of a balcony where have been Cave and Ellis in some version 
he vaults into the imagination and back ofa garage, banging out arecord. There 
8/ 10 while reading and notating Flannery are hints о it on the great “Old Time", 
O’Connor), he presents something which finds the duo as the doctoral 
like his own thesis version of Alan Vega and Martin 
| lockdown album. Rev, on a Lynchian road trip, complete 
| As anyone who with dive-bombing synths and things 
| : | has seen his quote- with horns in the bushes. In his Red 
| | unquote livestream Hand Files, Cave has mentioned his 
from Alexandra disappointment at the postponement 
Palace will tell oftouring plans and how he misses the 
OMETH the hour, you, however, *recklessness" ofthe Bad Seeds, and 
cometh the man - there are ways here "Albuquerque" wistfully evokes 
andifthere's anyone of maintaining stasis, while *Carnage" itself suggests 
who knows a thing normality if we're going anywhere anytime soon, 
ortwo about carnage inlockdown it will be a journey in our imagination. 
z it’s Nick Cave. Some of (running, working, In the meantime, Cave and Ellis 
< 
= this he’s historically Nick Cave & Warren Ellis “booking a slot") employ their own recklessness. The 
9 created himself. Some has been cruelly andthen there's album appears asifitis going to 
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beginin afamiliar ballad mode before the 
mix sucks the piano and violin down into 
the depths of some sophisticated techno 
club. Opener *Hand Of God" becomes an 
extraordinary Bond theme ofthe mind. 
Its Grinderman does Portishead, and 
Caveisswimming in the deepest part of 
creativity’s river, at the mercy ofits current: 
“Let the river castits spell on me..." As the 
chorus builds to include more voices, it's 
tempting to thinkthatthis might be some 
kind of video-conferenced contrivance, 
families and neighbours lending their 
Voices to a lo-fi project. 

As ever, though, there's slightly more 
going on behind the scenes. This might 
not be a Bad Seeds album (although 
drummer Thomas Wydler is on there), but nor 
is it one of Cave and Ellis’s minimal excursions 
into the film soundtrack wilderness. Recorded 
between late November 2020 and January 2021, 
there’s a proper team on board here. The two 
highly accomplished multi-instrumentalists 
themselves, of course. Then there’s a five-piece 
choir and a string section. 








ЕО 
They are the 
doctoral thesis 
version of 

Alan Vega and 
Martin Rev 


The world provides the rest. Compared 

with the highly structured Ghosteen (a double 

album meditation on grief and spirituality, 

complete with intermission), Carnageis a more 

concise though no less ordered record. Much 

asthe Bad Seeds' songs now push into oceanic 

drift, Cave's narratives move between worlds 
fictional and not, the horrific and 

MISSE  Xtheconsoling.In “White Elephant" 

1HandOfGod hereferences the Black Lives Matter 

2O0ld Time protests, specifically the Bristol ones, 

3Carnage and builds a cumulative image of a 

4 White Elephant boiling world hatred, a suspicious 

5 Albuquerque and violent conservatism: “Pll shoot 

6Lavender Fields you in the fucking face/If you think 

7 Shattered of coming around here”. It’s a piece 

Ground so toxic that at the end it needs its 

и own hymn of hopeto try to heal itin 

E thelastfew minutes. You'll ind this 

roduced by: 

Кек ае ла somewhere between Primal Scream's 

Warren Ellis "Movin' On Up" and "All You Need 

Recordedat: Is Love", beaming a positive message 








Soundtree,London tothe world. 


Personnel: Nick 
Cave (vocals, 
piano, synthesiser, 
percussion, backing 
vocals), Warren Ellis 
(violin, viola, alto 
flute, tenor guitar, 
piano, harmonium, 
synthesiser, loops, 
drum machine, 
glockenspiel, 
autoharp, backing 
vocals), Eloisa- 
Fleur Thom (violin), 
Alessandro Ruisi 
(violin), Luba 
Tunnicliffe (viola), 


In the beautifully arranged “Lavender 
Fields”, meanwhile, Cave ponders his 
own blessed, lavender-tinged place 
in the creative world (sidebar: some 
believe Christ to have been anointed 
with lavender oil), where he now finds 
himself travelling a “singular road” and 
doing so “appallingly alone”. Once he 
was “running with my friends/All of them 
busy with their pens”. Now (is he perhaps 
thinking of his '8os contemporaries 
Mark E Smith and Shane MacGowan?) 
he finds himselfin a field of one - as 
others have fallen away, or behind, 
while he continues the journey. Atthe 
MaxRuisi (cello), end of the song, the “hymn” lyrics are 
Thomas Wydler repurposed in a calming Spiritualized- 
(drums), LuisAlmau like сода. “Shattered Ground” is 
(drums, acoustic terrifying: imagining the singer 
guitar), Hannah literally in pieces, atomised at the end 
Cooke, Nicholas ofarelationship, while “Balcony Man" 
ын аш) finds the singer flirting with sanity but 
Carson, Timothy 
Береби Sarah ultimately consoled by the beauty of 
Dacey (vocals), the morning and the world. 

Eteraldat omis If nothing else, there is a particular 

Ruiz (conductor) type of business that has thrived 

ee in these times - pivoting to online, 

“making lemonade” from the vile 

ingredients the world has lately been served. Nick 
Cave is far too human and empathetic a musician 
to respond by using them as a pretext fora change 
of gear into pure experimentation. Instead, he 
has met them honourably with a great record on 
its own terms: recognisably himself, aspiring to 
rise above, much like the rest of us, doing the 
best hecan. 
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P22 SARAHLOUISE 

P24 TODDSNIDER 

P26 TEENAGEFANCLUB 
P27 RHIANNONGIDDENS 
P28 TOMJONES 

P32 PEGGY SEEGER 

P33 SAMBA TOURE 

P34 LOSTGIRLS 


STEVE ALMAAS 
Everywhere You've Been 
LONESOME WHIPPOORWILL 


8/10 


Ex-punk ssixth solo LPstirs up 
power-pop, country and more 


тшш мй | “== Steve Almaas co- 
founded The Suicide 
Commandos, the 
Minneapolis punk 
band that inspired 
’ The Replacements, 
Hüsker Dü and Soul Asylum. 
Later band Beat Rodeo were early 
signings to IRS, their bright jangle 
soon eclipsed by REM. His sixth 
solo album since Beat Rodeo split in 
1988 winningly mixes powerpop, 
country, rockabilly, western swing 
and acouple of songs that could 
have come out of the Brill Building. 
Dylan’s longtime bassist Tony 
Garnier guests, alongside Mitch 
Easter, The Jayhawks’ Gary Louris 
and guitarists Kenny Vaughan, 
from Marty Stuart’s Fabulous 
Superlatives, and Willie Nelson/ 
Ryan Adams sideman Jon Старой. 
Cool stuff. ALLANJONES 


ANIMAL COLLECTIVE 


Crestone гоммо 
6/10 


First filmsoundtrack fromthe 
Collective'slatest combo 

— Brian “Geologist” 
Weitz and Josh 
“Deakin” Dibb are 
the newest iteration 
of Baltimore’s 
innocent avant-pop 
alchemists, still more interested 
in questing experiments than 
exploiting Merriweather Post 
Pavilion’s mainstream beachhead. 
Crestone is an apparent doc abouta 
desert community of “Soundcloud 
rappers growing weed", counter- 
intuitively soundtracked by ambient 
waterfalls and thick, harp-like 
keyboard ripples (“Benz’s Dream"), 
as wellas mildly psychedelic 
harmonium drones hinting at 
indigenous rites (“Sloppy’s Dream"), 
lilting guitar and shimmering 
percussion (“Sand That Moves"). 
Largely improvised and interspersed 
with Zen dialogue, a trippy, shifting 
American dreamtime results. 
NICK HASTED 
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“MEDITATION 
? is fundamental 
because it puts me 
1 intouch with my 
* body,” American 
"=> guitarist and singer- 
= А songwriter Sarah 
Louise reflects when asked about her 
‘Earth practices’, “which as an extension 
of Earth, communicates differently than 
my thinking mind." Read one way, this 
deceptively simple statement hosts an 
entire universe of potential: the use of 
meditation and intimate reflection to 
loosen the shackles ofthe always-busy 
mind and open it to the mysterious other; 
placing a pause upon the hurriedness of 
our everyday existence; prioritising the 
knowledges and intuitions of the body 
over the ideological conceits of society. 
Louise's musical path to this point has 
been refreshingly direct. She first broke 
cover last decade, with a string of lovely, 
singular guitar solo albums. Louise also 
recorded two gorgeous LPs of beautiful 
folk-drone constructs with Black Twig 
Pickers member Sally Anne Morgan as 
House &Land. Significant changes came 
with Louise's own 2019 record Nighttime 
Birds And Morning Stars, though, where 
she turned a radical corner, her guitar 
interfacing with electronics in feverishly 
creative ways. Tellingly, she seemed to 
bring the same capacious energies that 
marked her acoustic guitar sides to her 
explorations of electronics. 





Earth Bow continues those experiments, 


though now they feel even less like 
improvised attempts and more like part 
ofthefundamental bedrock of Louise's 
compositions. There's something 
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SARAH LOUISE 


EarthBow 


EARTHBOW 


8/10 
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1 Where The 
OwlHums 

2 Jewel Of The 
Blueridge 
3Mossy Slope 
4Summertime 
Moves Slow 

5 Earth Wakes Up 
6 Your Dreams 

7 Surrender To 
The Night 

8lf YouBuild A 
PondTheFrogs 
Will Come 

9 WhereHeronFish 
AtDawn 
10HealersCircleUp 
[A 
Producedby: 
SarahLouise 
Recordedat: home, 
rural Appalachia 
Personnel: Sarah 
Louise (electric 
guitar, acoustic 
guitar, bass, 
percussion, 
voice, SP-4045SX, 
synth, flute, digital 
treatments), 
ThomNguyen 
(drums), Go 
Kurosawa (bass), 
Cooper Crain 
(Yamaha CS-5, 
bass), katydids, 
springpeeper 
frogs, barred 
owl,screechowl, 
creek, cardinal and 
other songbirds 
(“vocals”) 








natural, fungal almost, about the way 
the electronics spill and expand across 
the 10 songs of Earth Bow; it’s no surprise 
to discover that she has lived in rural 
Appalachia for a decade, and has a strong, 
intuitive relationship with the natural 
world. Strikingly, she has captured some 
ofthe complexity of the natural world with 
her music - there's unpredictability but 
harmony too, alongside oneness with the 
creative impulse, Louise creating hand- 
spun cartographies of musical ecologies. 
Earth Bowis structured as two side-long, 
oneiric suites, five songs apiece, each 
side seamlessly wound with a taffeta of 
electronics. “Where The Owl Hums" offers 
a prefatory summary ofthe album, built 
from samples of other songs, its ground 
agentle, ever-cresting wave of drone, 
over which Louise's incantations soar. 
Shethen driftsinto the martial splendour 
of “Jewel Of The Blueridge”, where she's 
at one with the world, sighing “Grass is 
sweet like cinnamon/Oh it feels like home 
to me” before chanting “Down past the 
water we arise”. There’s a bustling, fervid 
field of micro-textures running under this 
song, from amoebic Fripp-esque guitar to 
tingling bells and pin-prick synthesis. 
While these two songs set up the general 
dynamic of the album, there’s still plenty 
more to discover. “Summertime Moves 


Slow” takes the textures of New Age and 
submerges them in distorted dronology; 
there’s something of Arthur Russell’s 
weightless cello drift here too. “Your 
Dreams” is an acoustic lullaby, electronics 
pinging across the audio spectrum like 
shooting stars as Louise sounds awed by 
that which surrounds us all: “My dreams 
are your dreams/I know you can see them/ 
Can you feel them?" Her voice is surprisingly 
limber, even as she often focuses on a 
child's clutch of notes, the better to extract 
emotional resonance from permutation. 
If anything, her voice is redolent of 
Canadian singer-songwriter Jane Siberry, 
with a similar timbre and delivery. 

As Earth Bow progresses, it buildsin 
intensity, and by the time wereach the 
ageless arpeggios of "Where Heron Fish 
At Dawn", where Louise collaborates 
with Bitchin' Bajas' Cooper Crain on a 
techno-poem to the elemental power of 
nature, we're surprisingly close to the 
maxi-minimalist proto-house of Manuel 
Gottsching’s E2-EZ. There's a continual 
sense of wonder throughout the album, of 
unexpected developments, and yet what's 
most impressive is the way everything 
here — and it's a busy album in some 
respects, genre-defiantin its openness 
— sits together so well. Everything flows. 

Louise wants to push things still further 
with Earth Bow, developing guided 
meditations, a film collaboration with 
multimedia artist Katrina Ohstrom, and 
animmersive online space co-designed 
with Louise's sister, Anna Henson: 
“There’s spatialised sound that will allow 
people to make their own mixes ofthe 
record based on their location in the space, 
as well asa screen for viewing music 
videos and livestreams," she explains. 
"People will have alot of agency in how 
they experience the space, and I hope it 
can provide opportunities for meaningful 
interaction." That feels core to what Louise 
is doing with Earth Bow — finding ways to 
enable the agency ofthe individual, and 
to help them locate a meaningful space 
within their everyday world, the album 
endlessly expansive in its desire to help 
and to heal. 
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Sarah Louise: "Music 
helps us communicate 
with the Earth" 


l'minterestedinlearning 
more about your Earth 
practices. 

My practices evolve through 
improvisation andare built 


own candles and clay forms. 
Asaperson withsettler- 
colonialist heritage, ongoing 
anti-racist education and 
action, with the willingness 

to acknowledge mistakes! 
make along the way, feels vital 
tomendingmy relationship 
with Earth.| made this 


needsno translation butis 
rather something the body/ 
mind can experience and 
intuitively grasp. Meditating, 
listening deeply to the Earth, 
opensupachannelthat 
allows for the spontaneous 
expression of sound. 


onconsentandreciprocity. recordontheunceded The way you 
Thismeansldonotharvesta landofthe Cherokee allow acoustic and 
plant withoutaskingfirst,and |  andCatawbapeoples. electronic energies 
whenldoharvestl make an tointeractin your 
offering, ofteninsong form. Howdothesepractices musicis fascinating. 
Many of my practices are feedinto your music? Isimply try tomakeroom 


simple, like pausing before | 
eat to thank the many beings 
whoallow тео іме. also 
buildimpermanent altars, 
beginningby making my 


Ibelieve musicoriginated 
asaway tocommunicate 
not only with other humans 
buttheEarth as well.Sound 
movesbetweenrealms and 


for their interactions by not 
seeing them asseparate. 

I think it's like cooking or 
painting, but with vibrations! 
INTERVIEW: JONDALE 


ART DECCO 
In Standard Definition 
PAPERBAG 


8/10 


New-school Blitz Kidreigns supreme 
on second А АЩ effort 


zz It'sashamethataritzy 
Е centlemen’s club now 
occupies the original 
ENS Soho site of Blitz, since 
ЖҰЙЕ Art d Ecco was born 
x до be a belle of the 
Мел ponent ball. After transforming 
himself from a denim-clad Canadian 
indie-rocker into a gender-bending 
glam pin-up with 2018’s Trespasser, 
d’Ecco has become marvellously 
proficient at channelling the spirits 
of Bowie, Bolan and Jobriath into 
riff-forward dance-rock numbers, and 
In Standard Definition is irresistible 
trash for anyone so inclined. While 
“Desires” and “Head Rush” are 
punchy enough to have made the 
cut for Scary Monsters..., “I Am The 
Dance Floor” is such a shimmering, 
dry-ice-strewn vision of club-ready 
decadence that Steve Strange would 
have killed to claim it for Visage. 
JASONANDERSON 


AZITA 
GlenEcho 


DRAGCITY 


9/10 


Chicago singer-songuriter' s utterly 
unique take onsoul-inflected pop 


On Glen Echo, 

Azita Youssefi 

Т makes virtues of 

—4 Бо consistency and 
ЭХ change. She's still 

writing songs that are 

abstruse, sometimes droll, yet always 

immediately compelling, oscillating 

between quotidian observation and 

philosophical reflection. Her voice 

is still commanding and slightly 

sharpin tone but here she's playing 

everything in an imagined guitar- 

bass-drums trio, a shift from previous 

albums where she would focus on 

piano and vocals. Writing for guitar 

has loosened up her songs a little, 

though they're still intense, and 

her approach to melody makes the 

simplest of statements suddenly 

feel devastatingly real. Gorgeously 

unsettling. JONDALE 


BALKAN TAKSIM 
Disko Telegraf 


BUDA MUSIQUE 


7/10 


Kaleidoscopic psych-folk and 
stoned electronicafromRomania 


Onacommendable 
mission to expand 
the musical horizons 
ofthe Balkan region, 
Bucharest-based 
Sasa-Liviu Stoianovici 
blends electronica, psychedelic 
effects and krautrock rhythms with 
ancient folk instruments such as the 
Romanian cobza lute and the sitar-like 
Turkish saz. Stoianovici's debut album 
as Balkan Taksim opens up arich new 


















AZITA 


Azita Youssefi on a deeply human album 


HERE were almost 
T nine years between 
the release of Azita's 


new album, Glen Echo, andits 
predecessor, Year. Always 
deeply engaged with the 
challenges of the creative 
process, Azitaembraced 
some significant changes 
onher new suite of gorgeous 
soul-pop songs. || felt like there 
were things in the demos that 
| wasn't willing to lose for the 
final recording, she reflects. 
"Also, David Bermaninsisted 
that! neededtolearn to play 
the drums solcould have the 
whole thing be me. That made 
me finally decide to work with 
my original demos instead of 
retracking everything anew 
with a band." 





continent of sonic possibilities, from 
wheezing trip-hop ballads such as 
"Anadolka" to the sun-baked disco- 
tronic anthem "Ankara Ekspresi" 
and the majestic Morricone-on-acid 
soundscape of “Balkan Telescop”. 
Despite the odd clunky number, 
Balkan Taksim mostly operate from 
inside an alluring fog of reefer smoke 
and reverb, their kaleidoscopic 
compositions channelling the 
big-hearted borderless spirit of 
primetime Andrew Weatherall. 
STEPHENDALTON 


TEDBARNES 
17 Postcards 


MORNINGTON 


6/10 


Lossandmelancholyscore the 
songs of London-based composer 


Ted Barnes might 
best be known as one 
E of Beth Orton's key 
collaborators, having 
worked with her 
across four albums. 
For his first solo outing in more than 
a decade, he’s also dipping into the 
lexicon he's developed working in 


film and theatre. 17 Postcards is 
strongest when Barnes is exploring 





Theresulting album feels 
deeply human; it's a sinewy 
set of tracks, one that's both 
personal and expansive. When 
writing lyrics, she says, “Ihave 
anidea of how the song willbe 
communicated and the game 
is to have no extraneous words 
that will wreck it.” The results, 
especially on "Shooting Birds 
Out Of The Sky", also admit to 
the inescapable force of world 
events. ‘Most of the record 
was written before Trump 
even took office, she recalls, 
"and Shooting Birds was 
the firstonel wrote after 
the election. Theidea was 
basically...how do you mentally 
approach everything being so 
fucked-up and negative, and 
feeling doomed." JONDALE 


the many shades of his instrumental 
palette, these exploratory pieces 
lovely, longing miniatures that recall 
artists such as Directorsound. Some 
of the vocal songs risk a gauche 
earnestness; something Barnes just 
avoids thanks to the poetry of his 
arrangements. Thisis often quitea 
charming album - warm, gentle, 
unassuming. JONDALE 


BELL ORCHESTRE 
House Music 


8/10 


ArcadeFire-featuring mini- 
orchestraback after 10 years 


After spending two 
weeksin a Vermont 
houseimprovising 

į together, Bell 

| Orchestre's latest 
album is whittled 
down from one single 90-minute 
improvisational take. However, for 
an album born from impetus and 
intuition, it feels deft and thoughtfully 
constructed. A deeply warm record in 
which subtle violin nestles alongside 
Sweeping pedal steel, while horns 
gently overlap immersive synths on 
top of whispering jazz drums. Atits 





NEW ALBUMS O 





most lively, as on “V: Movement”, it 
touches upon Talk Talk’s elegiac tone 
witha touch of Miles-esque piercing 
horn work, coalesced with ghostly 
vocal harmonies. It’s the work ofa 
group who, even after a 10-year break, 
remain seamlessly interconnected. 
DANIEL DYLAN WRAY 


ANDREW BIRD & 
JIMBO MATHUS 
These 13 


THIRTY TIGERS 


7/10 


Lifelong friends collaborate for 
LPof laid-back country folk 


“Just guitar, 

fiddle and our very 
different voices," 
says Andrew Bird 
ofthis collaborative 
album with Squirrel 
Nut Zippers man Jimbo Mathus. This 
stripped-back approach complements 
the record, allowing the pair's distinct 
voices - Bird’s pristine croon and 
Mathus's raspy gruff - to result in 

13 songs of gently plucked folk and 
country licks. This is heard on the 
sprightly rhythm and overlapping 
strings of “Sweet Oblivion” and the 
stirring, ballad-esque “Bell Witch”. 
Butit’s the pair’s 25-year relationship 
that most radiantly shines through 
here, adding arelaxed and comfortable 
tone, as though you’ve walked in 

on their private back porch session. 
DANIEL DYLAN WRAY 


MATHIEU BOOGAERTS 
Boogaerts (En Anglais) 


TOT OUTARD 


7/10 


Cult Frenchsongwriter immerses 
himself insouthLondon 


ThT T A quarter-century 

МЕ after his debut album 
=) | and five years since 
herelocated to the 
UK, this prime mover 
behind France's 
nouvelle chanson scene finally 
embraces his adopted country's 
mother tongue. Sadly, childlike 
wisdom doesn't ensue from his 
elementary communication skills, 
but they suit his hushed, hesitant, 
heavily accented voice and his 
arrangements' lo-fi simplicity, 
underlining the charming naivety 

of "Annie", a vignette addressing 
unrequited love, and *Guy Of Steel", 
whose superhero claims are sweetly 
unconvincing. There's also something 
peculiarly touching in rhymes such as 
“T like the black night coming soon/ 
Am Ia loon?” WYNDHAM WALLACE 








THOMAS COMERFORD, NICK BOSTICK 


BellOrchestre: 
one-take team ==" 
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Preaching to the converted 





чь, 


TODD 


First Agnostic Church Of Hope And Wonder 


THIRTY TIGERS 


9/10 


East Nashville renegade expands his virtual revival tent 





TODD SNIDER didn't plan on 
becoming a bullshit preacher. 
Asthe pandemic bit hard into 
his busy touring schedule last 
year, he also found himself 
processing the recent deaths 

of various musician friends - among them early 
mentor John Prine and sometime collaborator Jeff 





Austin, formerly of Yonder Mountain String Band. 


To counter his despondency, Snider conceived the 
idea ofa virtual church or tent revival, performing 
alivestream show on Sunday mornings. 
Starting last October, these weekly events, 
in which Snider would play his fairly extensive 
back catalogue in sequence, were billed as The 
First Agnostic Church Of Hope And Wonder. 
Now he's used thetitle as a repository for a 
healthy batch of new songs, delivered in the 


loose conceptual robes of a mischievous layman. 


It’s rooted in syncopated grooves and skittish 
funk (courtesy of drummer Robbie Crowell and 
multi-instrumentalist Tchad Blake), allowing 
Snider’s droll, sharply observational lyrical 
sermons to flow over the top. Or, as he puts it, 


“funk in back and busking up front, with 
White Album-y shit scattered about”. 
Impishness reigns on songs such as “Stoner 
Yodel Number One” and the parodic “Agnostic 
Preacher’s Lament”, the latter a one-way 
dialogue with God that ends on a note of casual 
remorse: “I took a lot of money from these people/ 
And they're starting to ask a lot of questions/So 
forgive me or whatever". But it’s tempered by 
great compassion and a controlled sense of rage. 
“That Great Pacific Garbage Patch" concerns 
the environmental shame of floating islands 
ofocean plastic and the indifference that often 
seems to accompany the issue. “Never Let A Day 
Go By" urges us to seize the day; the allusive 
"Battle Hymn Of The Album" revives abolitionist 
John Brown for a divided, post-Trump America. 
There's also great tenderness here. The 
poignant “Sail On My Friend" was written after 
Austin passed away; “Handsome John” isa 
piano-led tribute to Prine (and his favourite 
cocktail) that hails his heightened command 
of words and simple melodies. Snider is very 
much a kindred spirit. ROBHUGHES 


Ashley Monroe's follow-up to 2018's 
Sparrow promises to be very differentin 
tone. Due on April 30, Rosegold mMountainrose 
SPARROW/THIRTY TIGERS features lush harmonies, 
beats andsynth-directed soundscapes. 
Traditionally a diarist of hard times and 
emotional trials, she credits the birth 

of her son withreviving her sense of 
innocence: "| wanted to embrace 

all the light andlove in my life." 
Rootsy singer-songwriter 
Shannon McNally digs deep 
into Waylon Jennings rich 
catalogue on The Waylon 
Sessions compass /BLUEROSE, ОМ in 
late May. “Ihave never heard 
awomansing any of them, 
she says, but these tunes are 
poignant andrelevant tome 
and to womeningeneralright 


5% 
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now. McNally has assembled a terrific 

band (guitarist Kenny Vaughan, bassist 

Chris Scruggs and pedal-steel player Fred 

Newell), while there are guests spots from 

Jessi Colter, Buddy Miller Lukas Nelson 

and Rodney Crowell. The latter appears on 

his own “l Ain't Living Long Like This", which 

Jennings coveredin 1979. And Nashville- 

based poet, songwriter and author Doug 
Hoekstrais back after a 
10-year absence with The Day 

- Deserved.He callsit a “marker 

_ of the times, disenfranchised 

_ charactersinhabiting the 

_ tunes, pressing on through 

- barriers and breaks fostered 

_ by their surroundings’. A short- 
story collection, Ten Seconds 

m In-Between, follows in June. 


ЖҮ А Monroe — ROBHUGHES 





CABARET VOLTAIRE 
BN9Drone mute 


8/10 


Drone byname... part two 


There's been a flurry of 
activity in the Cab rank 
© lately: following 202075 
= a, Shadow Of Fear camea 

К companion EP, “Shadow 
шай Of Funk”, then one-track 
LP Dekadrone and now a 64-minute track. 
Allare the solo work of Richard Kirk, whose 
“no nostalgia” rule still holds. Ifthe title is 
a play on “benign”, it’s ironic: thisis a dark, 
heavy and deceptively simple electronic 
soundscape, masterfully composed, its vast, 
rumbling plain recalling recent shots of 
Mars’ arid surface, disrupted by the urgent 
crackling of police comms and flares of 
violent white noise. Beneath it, the constant 
tolling of what sounds like a submarine 
sonar. Oddly calming, even as it chills. 
SHARONO'CONNELL 


CHEAP TRICK 
In Another World «c 


7/10 


perci дың pathfinders terrific 20th 


E zx Cheap Trick have now 
№. been at this for nearly 
a halfacentury. It would 
| be tempting to suggest 
JY that they’ve learned 

i dAil everything knowable 
shout the poate con of breezy powerpop, 
were it not for the fact that they’ve known 
it all along. Hearing the highlights 
of In Another World is like watching ап 
effortless demonstration of muscle memory 
by some veteran technician: “The Summer 
Looks Good On You” is canned sunshine 
interrupted by a giddy psychedelic 
breakdown, “Here’s Looking At You" a 
cheerily shameless retread of themselves 
circa Dream Police. As usual where Cheap 
Trick are concerned, the fast ones are much 
better than the slow ones. ANDREW MUELLER 


THECORAL 


Coral Island runon 
7/10 


Shore thing: Wirral warhorses’ 
seaside fantasia 


E T" Never short of ideas, 

_ _ Hoylake oddballs The 
Coral set the early 2000s 
trembling with a quirky 
mix of beat group pop and 
= ersatz sea shanties. Their 
10th album Coral Island splatters familiar 
components over a broader canvas, James 
Skelly and co delivering suitably uncanny 
distillations ofthe Moody Blues (“Faceless 
Angel”), early-’70s Byrds (“Change Your 
Mind”) and groovy St Etienne (“Land Of The 
Lost”) in a25-track snoop on surreal goings- 
on under the pier and behind the waltzers 
in an English resort town. An occasional 
change of pace might be welcome, but the 
craftsmanship is beyond reproach; swings, 
yes, but those roundabouts. JIM WIRTH 


STEVE CROPPER 


Fire К Up PROVOGUE/MASCOT 
6/10 


Raresolo albumfroma soullegend, 











| reuisitinghis R&Broots 


| A guitarist, songwriter 
| and producer at Stax 
ЭЖ Records who co- 
(ОИ 9 founded Booker T & 
The MG's and played 
-— Ex и on most ofthatlabel's 
biggest hits, Steve Cropper released 
his solo debut back in 1969 but has 
disowned his two yacht-rockin' 
follow-ups from the early 1980s. Fire It 
Up revisits that old R&B sound without 
sounding precious aboutit. Leading a 
lively, often volatile band, he remains 
aformidable guitarist, eschewing 
bluesy theatrics for sharp rhythms 
and jazzy fills. Too often, however, 
he's overshadowed by the phlegmatic 
vocals of pub rocker Roger C Reale, 
which means the most revelatory 
tracks here are the instrumentals. 
STEPHENDEUSNER 


DINOSAUR JR 


Sweep Itinto Space JAGJAGUWAR 





8/10 


More than 35 years 
since forming and 
15 sincereforming, 
anew Dinosaur Jr 
album now feels more 
like a comforting 
reassurance than a revolutionary 
step. J Mascis’ distinctly wonky yet 
strangely poignant voice merged with 
his chunky guitar riffs and sprawling 
solos are as familiar as a hug from an 
old friend. Yet the band's knack for 
colliding pop melodies with thrashing 
drums, pummelling bass and 
screeching guitars is as effective as 
ever on tracks such as opener “I Ain't" 
and the infectious “Hide Another 
Round". Kurt Vile's role as co-producer 
and limited contributor is a subtle one, 
sticking to theif-it-isn't-broke-don't-fix- 
it model. DANIEL DYLAN WRAY 


DRY CLEANING 
New LongLeg 


4AD 





xli. 


8/10 


А smart foursome 
me witha working 
try knowledge of Life 
awe Without Buildings 
г ап late-period 
ШЕ. ` Magazine, Dry 
Cleaning enlisted John Parish to 
add extra damp-kitchen murk to 
their pleasingly grubby debut LP. 
There's some of Black Country, 
New Road's fork-sharp humour and 
Sleaford Mods' wobbly bass judder on 
New Long Lego, but Florence Shaw's 
absurdist deadpan lyrical collages 






Dry Cleaning: 
enjoyably 
grubby 
































are entirely their own. Take this from 


signature tune “Scratchcard Lanyard”: 
“Tjust need to be weird and hide for 

a bitand eat anold sandwich from 

my Баз”. In the best possible way, 

a hard act to follow. JIMWIRTH 


DU BLONDE 






Homecoming DAEMONTV 
7/10 
i Opening witha 
ж full-bodied belch 
m - and ending on the 
№} floor with a torch 
/ i Шу song about clinical 


depression, Beth 
Jeans Houghton's third album as 

Du Blondeis a slice of life in all its 
messy, complicated and ultimately 
doomed glory. Houghton swings 
from lo-fi garage growl (“Pull The 
Plug”) to schlock-horror power-pop 
(“Smoking Me Out”) and drag-queen 
girl-group glam (“I’m Glad That We 
Broke Up”, a giddy duet with Ezra 
Furman) leaving a trail of quotable 
lyrics and ferocious choruses in her 
wake. “Didn’t think Га be зо, broke and 
happy,” she sings, on the upswing, 
before the misery and dirty laundry 
pile back up on “Take Me Away”. 
LISA-MARIEFERLA 


JOHNDW YER 

TED BYRNES, GREG 
COATES, TOM DOLAS, 
BRAD CAULKINS 
Endless Garbage 


CASTLEFACE 


6/10 


L OET TF As wellas fronting 

|. P $ 2 LL OSees, Bent Arcana 
= PT T 

E 2. -- zo and Damaged Bug, 
71 "999 and running his own 

DT 7 X label, busy bee John 

ET 1 Dwyer has started 

to actas something like an avant- 

jazz band leader, bringing together 

individual players to form quartets 

and quintets, then letting them loose 

atand with each other. This follow-on 

from the recent Witch Egg was recorded 

with many of the same personnel but 

Swapped in Ted Byrnes on drums, 

building pieces of scattered electronica 

and horn around his rhythms. It 

isatumbling torrent of charming 

weirdness, from the droning clatter 

of “Pro-Death” to the bizarro world 

easy-listening “No Goodbyes”. 

PETER WATTS 


NOGA EREZ 
Kids 


CITY SLANG 


7/10 


Erez’s 2017 debut was 
a promising set that 
didn’t quite catch fire, 
switching between 
styles as if unsure 

“ of its identity. Kids, 





Back and 

forwards: 

Davidand 

Peter Brewis | | 5.2 
ofFieldMusic = = 


though, sees her punching through 
with aplomb, via 13 lean, attitudinal 
songs with a bassmusic and hip-hop/ 
trap chassis, fitted out with pop hooks 
and featuring her fine, versatile voice. 
Echoes of MIA remain, especially 

on the bouncy “Bark Loud”, but 
musically Lil Uzi Vert now seems to 

be more her (and co-producer Ori 
Rousso’s) style. The set's themes – of 
kinship, generational divide and 
conflictin her homeland - pull the 
focus around the title track, which sets 
US rapper Blimes' barsinto a wonk- 
pop soundbed. SHARONO'CONNELL 


FIELD MUSIC 
Flat White Moon 


MEMPHISINDUSTRIES 


8/10 


“ Their terrific Making 
di A New World album 
was inno way a gloom 
fest, despite being 
ал themed around the 
049 fallout from the First 
World War. But, understandably, the 
Brewis brothers have been drawn to 
afew old-school comforts for their 
follow-up. Here, then, are echoes of 
The (psychedelic) Beatles, Fleetwood 
Mac and even Free, on opener “Orion 
From The Street”, “Do Me A Favour” 
and “No Pressure”, respectively, albeit 
channelled via their beloved Steely 
Dan and XTC. Since bittersweet is the 
band’s natural inclination, they’ve 
smuggled in sobering thoughts of 
isolation, loneliness and optimism’s 
perpetual challenge. But hope 
wins through with the sprightly 
funk and handclaps of closer “You 
Get Better". SHARONO'CONNELL 


FIELD WORKS 
Cedars 


8/10 
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Onthis ninth album, 
producer Stuart Hyatt 
expands his musical 
and geographical 
horizons, combining 
English and Arabic 
poetry with soundscapes indebted to 
both the Middle East and Wild West. 
Like SUSS's 2018 collection Ghost 

Box, his collective offers a kind of 

New Age Americana. Butthese guitar 
drones and Bob Hoffnar's pedal-steel 
washes are augmented by less familiar 
instruments, including the oud and 
hurdy-gurdy. Lebanese musicologist 
Youmna Saba's half-spoken, half-sung 
delivery on the first side lends the likes 
of “La’ali’” atimeless, sombre quality, 
but HC McEntire’s contributions 
ensure a more serene second half, like 
Ry Cooder scoring a tender-hearted 
indie flick. 


Cedars 


WYNDHAM WALLACE 
FLOCK OF DIMES 
Head Of Roses 
SUBPOP 
8/10 
Despite the theme 

B A of heartbreak | 
ж-! ^h dominating the lyrics 
$ of Jenn Wasner's 
^ latest, a similarly 

Ра cohesive sonic thread 


is not as clear. Weaving between the 
soaring indierock of "Price Of Blue", 
thejittery electronic pop of "Two" 
and the tender acoustic touches of 
"Lightning", it's clear Wasneris much 
more concerned with communicating 
afeeling regardless of genre. The 
electronic touches merge nicely with 
her voice, which is often as textural 

іп its soft whispers as itis the lead 
character via its rousing range. 

This multilayered and multigenre 
approach results in an album that 

is as deeply introspective as itis 
creatively bold and ambitious. 

DANIEL DYLAN WRAY 


MAY 2021-UNCUT:25 





CHRISTOPHER OWENS, STEVE GULLICK 


DONALD MILNE 


Master 
craftsmen: 
Теепаде 
Fanclub 


Endless Arcade 


PEMA 


Love’s labour lost: new lineup 
sound energised on diverse 
1р. Ву Tom Pinnock 


NOT everything 
happens by design - 
couples stumble into 
separations, states 
slide into war — and 
soit was with Gerry 
| Love's split from 
Teenage Fanclub in 2018. A disagreement 
about an upcoming tour resulted, without 
either party quite realising how, in Love’s 
departure, 29 years after joining the band. 

It’s not out of keeping with the way the 
group have always operated, though: 
instinctively, honestly, seemingly without 
a plan. Not for them the shock left-turn, 
the conceptual experiment, the album 
heavily influenced by electronic music 
or tropicalia. Instead, they concentrate 
on the songs - and what magical songs 
-and let everything else take care of 
itself. Progress has been made over the 
three decades since Bandwagonesque, 
of course, but it's been gradual, organic 
and dignified. A master craftsman does 
not need to reinvent the concept of a chair 
each time they make one. 

With Love gone, change has been 
forced on them for the first timeina 
while. Remaining songwriters Norman 
Blake and Raymond McGinley, along 
with long-time drummer Francis 
MacDonald, quickly sorted anew 
lineup, with David McGowan Blake 
moving from guitar and keys to 
bass, and Euros Childs (of Gorky’s 
and Jonny, the latter a duo project 
with Blake) joining on electric 
piano, organ and synths. 
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On Endless Arcade's first four songs, this 
new lineup have sparked some of the most 
driving and energetic music of Teenage 
Fanclub’s 21st century. Opener “Home” 
is an epic by their standards, extended to 
seven minutes by duelling guitar solos, 
and a propulsion that suggests Rolling 
Blackouts Coastal Fever. There's a lovely 
moment where the band embrace a happy 
accident, McGinley hitting what sounds 
likea wrong notein his Verlaine-esque 
solo, and then bending back into the key. 
Blake's “Warm Embrace" is two minutes of 
sprightly new wave, complete with warm, 
kitsch organ from Childs and a kind of lead 
bass, McCartney-style, from McGowan. 

McGinley's first two offerings are 
darker and more angular, the title track 
distinguished by a sour, unexpected 
middle section complete with synth 
solo. Then *TheSun Won'tShine On 
Me" and “In Our Dreams” herald the 
return of Blake and McGinley’s duelling 
guitars, while McGinley’s “Come With 
Ме” is aspiralling, bittersweet piece once 
again highlighted by Childs’ keys and 
McGowan’s elastic bassline. 

The band have always plumbed the 
more melancholic side of life — 2016's Here 
was tinged with sadness for the passing 
of time - but Endless Arcade is thick with 





the spectre of loss. Not, however, for the 
absence of Love, but of love itself: after a 
decade in Ontario with his Canadian wife 
of more than 20 years, Blake is backin 
Scotland, situation uncertain. 

Many of his six songs on Endless Arcade 
seem to deal with the aftermath of this 
trauma, the beauty of his melodies 
highlighting the sweet despair of 
the words, some ofthe most elegant 
and refined he's written. “This life is 
complicated,” he muses on the beat-group 
rush of “I’m More Inclined”. “It’s enough 
to make you blue/And then you have the 
rug get pulled from under you... When 
Ileave this great dominion/Roving far 
across the sea/Do you keep a candle 
burning there for me?" 

The penultimate “Living With You" — 
perhaps Endless Arcade's strongest song 
—isaminor-key lament, glistening with 
harmonies, but again with a skip in its 
step despite its protagonist's troubles: *My 
world is upside down/I'm lost don't know 
what to do/With you so far away from me/ 
And so I wait in hope, one day that the tide 
will turn/Ilove you ’til I cease to be." 

McGinley has always specialised in 
more ruminative songs, and his soulful 
Side Two highlights, *The Future" and 
“Silent Song", are especially autumnal. 
Yet there’s hope, on the latter, that the 
days will at some point get longer...: 
“Everything’s grey outside/But I know 
the rain will subside/Eventually..." 

Even amid these splendours, it's hard 
toignorethe ghost at the feast - that 
phantom with the bass guitar, the one 
begging the question of what this album 
might have sounded like with Love writing 
athird ofthe songs. Another voice might 
have broadened the record's horizon, of 
course, and Love's contributions have 
often been standouts. Yet it would be 
foolish to wish away what we have — 
Endless Arcade exists, and it's excellent, 
with enchanting melodies, emotional 
depth and a few unexpected evolutions. 
Ifthere's a lesson here, it’s one Teenage 
Fanclub have been teaching us all along: 
intheend, if you letit, everything flows. 
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FLYTE 
ThislsReally Going ToHurt 


ISLAND 


7/10 


Folk-rockers captivatingly 
lovelomreturn 


If this London trio 
needed sufficient 
inspiration to make 
only the second album 
of their eight-year 
as *..Sexistence, heartbreak 
will always bea reliable muse. On This 
Is Really Going To Hurt, singer Will 
Taylor's characteristic black humour 
still cloaks the West Coast harmonies 
of "Everyone's A Winner”, but the 
emotion cuts deep, and “Losing You" 
beautifully evokes the emptiness of 
post-breakup existence. Singing and 
performing provide Taylor's favourite 
metaphors, and it's a neat trick: “Iwas 
your biggest fan, now I want my money 
back”, Taylor sings on “I’ve Got A Girl”. 
No refunds required here, thanks - in 
fact, any chance ofan encore? 

JOHNNY SHARP 


FOGLAKE 


Tragedy Reel orcuiptares 
6/10 


Canadiansongwriter'slo-fi 
meditation onmisery 


The creative 
moniker of Canadian 
songwriter Aaron 
Powell, Fog Lake dig 
deep and dark layers 
oflo-fisynth around 
Powell’s fragile vocals. There’s a lot 

of atmosphere in Fog Lake’s music, 
asort of sludge meets shoegaze sound 
that reflects the nostalgic lyrics — 
almost as if Powell is looking back 
through the mists of time. Powell 
recorded this LP after returning to 

his tiny Newfoundland hometown, 
and that triggers songs like the 

gently tumbling “Jitterbug”, the 
semi-jangle “Catacombs” and the 
beautiful, hushed “Crocodile”, which 
comes over as JAMC at half speed. 
Downbeat but uplifting. PETER WATTS 


GAZELLE TWIN & МУХ 


Deep Engla Nd nyxcoitective 
8/10 


Spooky techno-choral folk opera 
blends ancient withmodern 


TH A Brexit-haunted 
musical journey 
intotherotten heart 

of Middle England, 
avant-pop composer 
and performance artist 
Elizabeth “Gazelle Twin" Bernholz’s 
superb 2018 album, Pastoral, was 
reborn on stage as a kind of eerie folk- 
horror opera, with expanded vocal 
arrangements featuring all-female 
dronechoir NYX. Evenin pure audio 
form, this electrifying live show remains 
a potent techno-pagan tapestry of 
intertwined voices, church bells, 
liturgical chants and occult spells. 

Two radical cover versions, of Paul 
Giovanni's “Fire Leap” from The Wicker 
Mansoundtrack and William Blake’s 




















classic flag-waving hymn “Jerusalem”, 
add extra uncanny ambience to 
Bernholz’s queasy vision ofa green 
unpleasant land. STEPHENDALTON 


RHIANNON GIDDENS 
WITHFRANCESCO 
TURRISI 

They're CallingMe Home 


NONESUCH 


9/10 


Worldly folk textures and home 
thoughts from abroad 


Giddens’ sublime 
follow-up to 2019’s 
There Is No Otheris 

. aresponse to being 
unable to revisit the 
US from her adopted 
Ireland, owing to the pandemic. 
Collaborating once again with Italian 
musician and partner Turrisi — with 
telling detail from Congolese guitarist 
Niwel Tsumbu and Irish trad player 
Emer Mayock - it's an extended 
meditation on the expat experience, 
with yearningly hymnal renditions of 
“Black As Crow”, “Waterbound” and 
“I Shall Not Be Moved”. Most striking 
of all is “О Death", modelled on Bessie 
Jones’ version, in which Giddens’ 
extraordinary voice hits new levels 

of resolute power. ROBHUGHES 


JAY GONZALEZ 


Back To The Hive mpiesrow 
7/10 


Therock geek inlove...andlust 


Jay Gonzalezisa 

mad scientist in the 
Drive-By Truckers, 
adding flourishes 

of keyboards and 
guitar to their rowdy 
Southern rock. Asa solo artist, however, 
heveers towards the sophisticated '70s 
earworms ofacts like Badfinger, Big 
Star and Todd Rundgren. Back To The 
Hivereveals a keen student ofthe pop 
form, with an earfor melodic details 
andan eye for slightly askew lyrical 
conceits (like the lusty *Trampoline"). 
Gonzalezis no mereimitator: he takes 
obvious joyin arranging handclaps and 
synth swells just right, transforming 
these musings on marriage and sex into 
love songs to his favourite love songs. 
STEPHENDEUSNER 


GRETA VAN FLEET 
The Battle At Gardens Gate 


EMI 


8/10 


Ababyband fulfils its promise in 
breathtaking fashion onsecondLP 
BEES Four years after 
being embraced 

as rock’s great hope 
by some and callow 
Led Zeppelin 
copycats by others, 
Greta Van Fleet have grown into 

a prodigious band. In an inspired 
pairing with producer Greg Kurstin 
(Paul McCartney, Beck, Foo Fighters), 
GVF strut and swagger througha 
sweeping hard-rock extravaganza 
that propels them from emulators to 
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TOM JONES 


“Iwill die on stage!": the Welsh icon on growing old 





'Man 80-year-old 
sex symbol! roars 
Tom Jones with a big, 


lusty laugh. The Welsh Elvis 
loves playing up to his priapic 
playboy image, even though 
hehasjust made one of the 
mostreflective, emotionally 
rich, stylistically daring albums 
of his career in Surrounded By 
Time, his fourth collaboration 
with producer Ethan Johns. 
“The first three were basically 
American roots music,’ says 
Jones. “But Ethan and I both 
agreed this one should sound 
different, the songs should be 
more personal to me. Songs 
take опа different light when 
youre older; | read more into 
lyrics now. When youre young, 


youare full of piss and vinegar; 
its all about big songs. l'm a 
more tender singer now.” 
Grounded by Covid 
restrictions for the past 12 
months, Jones is bursting to get 
back onstage. ‘I've had both my 
shots, he grins. Surely, at 80, 
Jones shouldbe spending his 
autumn years in garden centres 
rather than arenas? "That's my 
lifeblood," he protests. "Моге 
thanlikely | will die on stage! The 
lovely way to go, of course, is to 
just go to sleep and not wake up. 
Butldon'tseeithappening, with 
me travelling and hopefully 
doing live shows again.| don't 
know whenit's going to happen, 
but! wantto sing aslong as 
| can." STEPHENDALTON 


inheritors of arich legacy. Oceanic 
anthems like “Broken Bells", “Built 
By Nations” and “Stardust Chords” 
emerge out ofa Floydian mist, as 
Josh Kiszka inflates his helium 
tenor to explosive crescendos, his 
guitarist twin brother Jake blazes 
away and Danny Wagner tattoos the 
transitions with deft, muscular drum 
fills in a dazzling display of sheer 
majesty. BUDSCOPPA 


PETERHAMMILL 


In Translation re: 
8/10 


Dislocated international cover 
songsfrom Vander Graaf singer 


Van der Graaf 
Generator found 
their greatest 
acceptance in 

Italy, and this first 
= covers album from 
their great songwriter is an elegy for 
lost European citizenship as much 
as Covid isolation. Other people’s 
songs, largely by obscure writers, 
prove as unflinchingly human as 
Hammill's own work. Arrangements 
– carnivalesque organ on the Nino 
Rota-indebted "El Vino", desolate 
tango on “Oblivion” - tour the 
existential waterfront, *Ballad Of My 
Death" clutching a nicotine-stained 
"fistful of regret" in Buenos Aires, 


= 


e 







“T Who Have Nothing" hissing “I 
love you” with stalker’s spite. There’s 
still rich comfort in visiting these 
ravaged, engaged lives. NICKHASTED 


TOM JONES 


Surrounded By Time em 
8/10 


Animpressively eclectic 
autumnalreboot 


After an unusually 
long six-year silence 
dealing with health 
issues and family 
bereavement, Tom 
Jones returns with 
probably his most adventurous covers- 
heavy collection yet. Reuniting with 
long-time producer Ethan Johns, the 
80-year-old Welsh icon steps outside 
his rootsy retro-cabaret comfort zone 
to ruminate on age, loss and current 
affairs over burbling blues-tronica, 
soulful trip-hop and delirious psych- 
pop arrangements. His radical spoken- 
word reboot of alt.country singer Todd 
Snider’s Trump-bashing monologue 
“Talking Reality Television Blues” is 

a refreshingly bizarre experiment, 
while heartfelt, gravel-voiced readings 
of Michael Kiwanuka’s “I Won’t Lie” 
and Bobby Cole’s “I’m Growing Old” 
suggest Jones may be entering his 
autumnal Johnny Cash period. Great 
stuff. More please. STEPHENDALTON 
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HEATHER AINSWORTH 


JESS JOY 
Patreearchy 
JOYFULNOISE 


6/10 


Having turned 
heads as one half 
of dreampop duo 
Moon Honey, Jess 
Joy allows her 

urge startlingly theatrical 
“brat to roam free on this solo set. 
Her keening vocal delivery recalls a 
more melodramatic Joanna Newsom, 
but instead of a harp she’s invariably 
backed with lo-fi beats and tinkling toy 
piano. Sometimes it's too deliberately 
zany and mannered to drive home 
lyrical themes of phallocentric white 
privilege, but the tale of losing limbs 
in “A Love Song” is stillan amusing 
oddity. She fares best when the source 
material is stronger: her take on Joan 
Baez’s “Silver Dagger”, for instance, 
effectively reimagines it as a faintly 
demonic bluegrass tune. JOHNNY SHARP 


JOHN PAUL KEITH 
The Rhythm Of The City 


WILDHONEY 





7/10 


Memphis has 
produced a glorious 
array of different 
musical styles 

since Sam Phillips 
opened for business 
70 years ago, and across 10 original 
compositions, Keith, who moved to the 
city in 2005, sets out to pay homage to 
pretty much all of them. The result is 

a hugely enjoyable and diverse album 
ranging from Sun rockabilly (“Love 
Love Love") to Big Star jangle (“Ain’t 
Done Loving You Yet”), via Bobby 
Bland-style blues (the title track), 

Stax soul (“How Can You Walk Away") 
and Al Green sultriness (“How Do 

I Say No") - and even an electric sitar 
in homage to The Box Tops’ “Cry Like 
A Baby". NIGEL WILLIAMSON 
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JennieLowe: 
F poetry 
E andsteel 


KING GIZZARD & 
THELIZARD WIZARD 


LW rueunsss 

8/10 

LA Theendlessly creative 
y King Gizzard deliver 


y г. their follow-up to 
| "H November 2020's KG 
with a companion 
record featuring 
tracks recorded at the same time 
(albeit by band members operating 
іп isolation), alwaysintended as a 
standalone release. Both records are 
imbued with the springy essence of 
KGLW's unique spirit, with LWa little 
more forward in the use of bouncing 
rhythms. Likeits sibling, LWsees the 
band exploring Indian and Middle 
Eastern vibes on several songs - 
“Static Electricity”, “Pleura” and 
“East-West Link”. Particularly 
enjoyable is the eight-minute sludge 
closer “KGLW” completing its journey 
from the opening number on KG, 
where it was presented in a much 
shorter baroque form. PETER WATTS 


LONEY DEAR 


A Lantern And A Bell 

REAL WORLD 

6/10 
When Peter Gabriel 
signed Loney Dear to 


Real World, he called 
him “Europe’s answer 
to Brian Wilson”. 
Emil Svanangen’s 
halting falsetto is an acquired but 
addictive taste, though you can 

hear what Gabriel meant on tracks 
suchas “Trifles”, with its shades of 
“Cabinessence”, and “Habibi (A Clear 
Black Line)”, which comes from the 
same school of romantic nostalgia 

as Bruce Johnston’s “Disney Girls 
(1957)" on Surf’s Up. Past albums 

have been what Svanangen calls 
“collage records”, but A Lantern And 
A Bell adopts a more stripped-down 









































approach, the simple romanticism of 


| itsminor-key piano chords showcasing 
| Svanangen’s enviable melodic gifts. 


NIGEL WILLIAMSON 


| JENNIELOWE 


Ghost Tracks 


SELF-RELEASED 


| 7/10 


Farly success under 

her former married 

name, Jennie Stearns, 
had evaporated when 


E album with producer 


| Craig Street. Spare arrangements, 
| live performances and a resonant 


atmosphere frame her murmured, 
dreamy huskiness. That voice ascends 


| likesmoke into the title track, which 
| glows like Lou Reed’s “Perfect Day”. 


The setting is the outskirts of Upstate 
New York smalltowns, the imagery 
poetically suggestive. Tension often 
steels the softness, and there are hints 


| ofhushed grunge. Whether observing 


a homeless man with graciousness and 
outrage in "Asphalt", or bearing her 
own battle scars, Lowe stakes out her 


| songwriter's territory. NICK HASTED 


BILL MACKAY & 
NATHANBOWLES 


Keys DRAGCITY 


| 8/10 


Having already 
teamed up on the 
festival circuit, 
MacKay and Bowles 
now blesstheir 
creative union in the 
studio. This fascinating, exploratory 
journey - largely driven by Bowles' 
percussive banjo and MacKay's 
flatpicked guitar - tempers the sounds 
oftraditional mountain music with a 
heady sense of experimentalism. “Joy 





| Ride” isa prime example, its flights of 


unbound spontaneity underpinned 
by anuanced drone. There’s a terrific 


| cover of EC Ball’s “I See God In 


Everything”, but most of these songs 
are originals, the duo at their most 


| inspired on the atavistic "Truth" and 


thetexturalrigour of "Honey Time". 


| ROBHUGHES 


MAJOR MURPHY 


Access wnspear 


| 7/10 


| Major Murphy’s 
second album has 
its rootsin some very 
personal anxieties 
"E - new parenthood 
т ie and seeking a living 
in music as your place in the world 


|, and responsibilities change – but 


the Michigan quartet’s light-footed 
indie rock has a timeless, universal 
feel, buoyed by cryptic lyrics. Jacki 


Warren’s chugging bassonthealbum’s | 














opener and title trackis a shot of 90s 
alt.rock nostalgia, but her harmonies 
with frontman Jacob Bullard by the 
bridge - and on album highlight “In 
The Meantime” - call to mind another 
musical power couple, Paul and Linda 
McCartney. “Tear It Apart” plays with 
hazy psychedelics, and “Attention” 
uses vocoder and electronics to 
dizzying, claustrophobic effect. 
LISA-MARIEFERLA 


MERK 


Infinite Youth нимвіғввас 
7/10 


© > New Zealand-born 


а, (/ x ғ songwriter Mark 
| | Perkins seemed 


| | to haveingested 
something mildly 
psychedelic on the 


КОРЫ quirk-pop ditties of 2016 debut 
Swordfish, but these days he’s taking 
amore mind-over-matter approach. 
Gently wry vignettes such as the 
infectious "American Parties" seem to 
fit into a lineage of soft-sung, ironically 
charged geek pop threading from 
Randy Newman through to Ben Folds 
and Beck. But his daydreaming vocal 
melodies and cute, lo-fiinstrumental 
hooks still make for a distinctive, 
seductive sound, particularly on 
recent singles “HNYB” and “GOD”, 
while the soothing synth wash of the 
six-minute title track shows he can still 
play the heartfelt balladeer when the 
mood takes him. JOHNNY SHARP 


MICROCORPS 





Xmit acter 

7/10 
Alexander Tucker 
isamanof many 
guises: he's worked 
with NZ sound artist 
Daniel Beban (as 


Imbogodom), is one 
halfof Grumbling Fur (with Daniel 
O'Sullivan) and the author of eight 
solo albums. All explore avant-folk- 
blues of an often chimeric nature, 
via drone, improv guitar, tape loops 
and more. Xmit introduces the more 
transparently digital Microcorps; it's 
built from microprocessed vocals, 
strings and electronics, driven by 
beats with a chilly, pulsar sweep, and 
suggests decidedly alien terrain along 
the lines of Arca, Cosi Fanni Tutti and 
Nik Void, who guests. Standouts are 
the exquisitely ominous “Хет” (with 
Gazelle Twin) and the radioactive 
throb of “Abii”, featuring Astrud 
Steehouder. SHARONO'CONNELL 
Alexander 
| Tucker aka 
Microcorps | 
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Promises s 


| Summoning 

| musicalspirits: 
Sam Shepherdand 
Pharoah Sanders 


A sublime but slender conversation between avant-jazz and orchestral 


electronica. By Stephen Dalton 


крат РОИНТЕ marcas EVEN by his own over- 


кл achieving standards, 
“577 ^ SamShepherdhas 
МЕЕ.  pulledoffanimpressive 
-— A coupwith hislatest 
Fane pan-generational opus. 
Over the past decade, 


the classically trained Mancunian polymath 
composer behind Floating Points has 
traversed the outer limits ofjazz, electronica 
and orchestral post-rock, DJ-ed at achingly 
cool clubs and worked with numerous 
stellar talents. Meanwhile, lest we forget, he 
also completed a PhD in neuroscience. But 
Shepherd surpasses himself on Promises by 
scoring an increasingly rare collaboration 
with living legend and towering tenor sax 
innovator Pharoah Sanders, who turned 80 
last year, with classy back-up from the string 
section of the London Symphony Orchestra. 
Closer in form and mood to the expansive 
electro-orchestral reveries of his 2015 debut 
album, Elaenia, than to its more eclectic, 
club-friendly 2019 sequel, Crush, Shepherd's 
latest release pays unashamed homage to 
the spiritually inclined “astral jazz" ofthe 
late 1960s and early 1970s. Of course, as 
aformer collaborator with both John and 
Alice Coltrane, Sun Ra, Ornette Coleman 
and other immortals, Sanders himself was 
a pioneer in this field, moving from frenetic 
free jazz into more meditative, cosmic, 
ambient fusion territory. With its woozy 
lava-lamp tempo, Quaalude-fuzzy warmth 
and emphatically analogue feel, Promises 
could almost be some long-lost modal jazz 
classic from 1972. The only surprise is that 
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Shepherd did not sprinkle the sound mix 
with authentically retro vinyl crackle. 

Promises first began to take shape five 
years ago as an improvised jam session 
in LA featuring Sanders and Shepherd, 
which was commissioned by Luaka 
Bop, the globalised fusion-pop label 
founded by David Byrne. Shepherd later 
embroidered this sparse conversation 
between piano and saxophone into a rich 
tapestry of vintage acoustic and electronic 
instruments including harpsichord, 
Hammond B3 organ, EMS Synthi, ARP 
2600, Buchla 200e and more. As with 
previous Floating Points albums, the 
studio gear list alone will be pure geek- 
porn for analogue-synth nerds. 

Justlast year, Shepherd completed this 
long-gestating project by convening the 
LSO strings for a socially distanced session 
in London. Though they never dominate 
the album’s sound, the string players 
give it extra ballast and bandwidth, 
couching the core modal melody in supple 
arrangements that alternate between 
delicate tonal retouching and drenching 
widescreen lyricism. 

Despite being pretentiously packaged 
asasuitein nine movements, Promises 
is essentially a singlelong composition 
topped off with a short surprise coda. 

The gently hypnotic heartbeat running 
through the albumis Shepherd's spare 
keyboard motif, a recurring ripple of 
broken chords that steadily lap and ebb 
like becalmed waves on a sheltered beach. 
Over these amniotic undulations, Sanders 


initially lays hesitant vapour trails of 
saxophone, breathy and reedy, intimate 
and warm-blooded. "It was like the 
instrument was an extension of his being,’ 
Shepherd recalls in the accompanying 
press notes, “a megaphone for his soul." 
Butasthe piece expands, with 


э 


voluptuous LSO strings and lush 


electronica swamping the main melody, 
Sanders shifts into a more assertive gear, 
striking off on choppy free-jazz tangents, 
melismatic volleys and blues-inflected 
licks. As Shepherd's keyboard noodling 
swells into cosmic lounge-jazz mode, 
Sanders also adds some half-submerged 
vocalese burbles, sleepy-voiced scats and 
falsetto ululations that sound more like 
spontaneous responses to the music than 
pre-planned interjections. These are very 
human touches, fleeting but charming. 
More of these playfulinterjections would 
have been very welcome. 

Hitting its feverish peak around the 
30-minute mark, Promises becomes a 
ravishing symphony of glissando synth 
sirens, melting portamento chords, 
hovering strings and twinkling birdsong 
effects. There are countless musical ghosts 
at this feast, from the mind-bending 
celestial visions of mid-period Miles 
and Alice Coltrane to the cumulative 
avant-minimalism of Gavin Bryars and 
William Basinski. Sanders finally gets to 
let rip here with some thrilling, energised, 
discordant honking before Shepherd dims 
the lights again for a slowly receding fade- 
out of low drones and deepening silence. A 
hidden coda lurks in the afterglow, rearing 
up from the shadows witha shiny effusion 
of strings. Far more modern classical than 
jazz in style, this brief encore is a bracing 
but oddly incongruous afterthought. 

Promises rewards repeat listens with 
its immersive, densely layered, quietly 
mesmerising beauty. But itis also 
an unusually slender piece of work 
for Shepherd, especially when set 
against the kaleidoscope range and 
dynamism of Crush. Beneath its ornate 
instrumentation, this elegant exercise in 
retro pastiche never quite shirks the sense 
of being a single skeletal composition 
stretched a little too thinly across 40-plus 
minutes, a watercolour sketch dressed up 
as a grand canvas. 

With fairly limited room for textural 
variation or harmonic progression, 
Sanders also feels underused in places, 
more guest player than equal collaborator. 
And while it would be unfair to expect 
a veteran jazz revolutionary to break 
new ground so deep into his autumn 
years, Shepherd's tastefully manicured 
moodscapes would have benefited from 
alittle more Pharoah inputin general, 
even in his current mellow grandfatherly 
mode. Promises is an impressive collision 
oftalents, and sublimely lovely in 
places, but also frustratingly slight. A 
minor addition to the canon of its two 
main authors, it earns the double-edged 
compliment of all half-great albums: it 
leaves you craving more. 








MIDDLE KIDS 
Today Were The Greatest 


LUCKY NUMBER 


7/10 


Animpending birth 
for Middle Kids' 
Hannah Joy and 
her bandmate and 
2t N husband, Tim Fitz, 
А undoubtedly added 
some urgency to the recording of 
their second album in LA. Even so, 
Today We're The Greatest boasts a 
gentler nature than Lost Friends, the 
spikier 2018 debut that accelerated 
the Sydney-based trio's rise to indie 
darling status. Outside the tuneful 
bursts of pique on *RU 4 Me?" and 
“T Don’t Care”, the more wistful likes 
of “Some People Stay In Our Hearts 
Forever” predominate here, pitching 
Middle Kids as a sturdier antipodean 
Sundays or an alt-dimension Coldplay 
had Sharon Van Etten replaced 
Chris Martin for Parachutes. 
JASONANDERSON 


NATURAL INFORMATION 
SOCIETY WITHEVAN 
PARKER 


Descension (Out Of Our 
Constrictions) 
AGUIRRE/EREMITE 







8/10 









Е For their new album, 
М Joshua Abrams’ 
_ Natural Information 
| Society are joined 
=) by free-improvising 

P И British saxophonist 
Evan mee Recorded at London 
venue and community hub Cafe OTO, 
Descensionis a 75-minute intuitively 
guided rhythmic meditation, all 
five musicians playing from deep 
insidethe music. Abrams' guimbri 
(a bass-plucked lute that's core to the 
Moroccan ceremonial music known 
as Gnawa) cycles throughout, fusing 
with drummer Mikel Patrick Avery's 
insistent percussion to provide an 
unshakeable backbone for Parker and 
Jason Stein's spiralling, interlocking 
wind instruments, Lisa Alvadaro's 
harmonium the droning white light 
that keeps everything afloat. JONDALE 


DAVID OLNEY & 
ANANA KAYE 
Whispers And Sighs 


SCHOOLKIDS 


8/10 


David Olney & 
AnanaKaye 











When “My Favorite 
Goodbye” kicks in, 
piano tinkling, 
drums scuffling, 

an ancient melody 
floating up and 

down with death in its wake, this 
album’s deep scene is set. Olney, 

a magnificent, under-appreciated 
folk-rocker who passed away last 
year, collaborated here with the up- 
and-coming Kaye. While the rockier 
cuts, especially the Kaye-centred 
“Last Days Of Rome”, lit up by Keith 
Richards-like guitar, are monumental, 
the Olney ballads, especially “The 
World We Used to Know” and “Behind 
Your Smile”, gnaw at the heart. 

LUKE TORN 


PINOPALLADINO & 
BLAKE MILLS 
Notes With Attachments 


NEW DEAL/IMPULSE! 


9/10 


mus. Originally intended 
енеке as a Palladino 
sx solo album, this 
EE LLLI record - fractured, 
0 instrumental, 
m subtle — will surprise 
even those familiar with its creators' 
previous work. Refusing to settle 
into a groove, Notes... transfigures 
smoothly from one hallucinatory 
half-style to another, from the 
PetSounds cut-up of opener "Just 
Wrong" tothe chopped R&B swing 
of “Soundwalk”, from the ambient 
jazz driftofthe title track to the global 
mutations of “Djurkel”. The playing 
- primarily by Palladino, Mills and 
horn player Sam Gendel – is both 
adventurous and textural, and the 
surprising, soothing result would 
have made a finerelease on Eno's 
70$ Obscure label. TOMPINNOCK 


ыг PALLETT 
Island 





7/10 


Even іп lockdown, 
you can’timagine 
Owen Pallett being 
out of work for 
very long, but last 
year, art-rock’s go-to 
string arranger and violin ninja 
also took the opportunity to upload 
along-planned new album. Now 
out in physical format, it’s arecord 
well suited to isolated listening. 

Its frosty, undulating piano and 
acoustic patterns speak of wintry 
bewilderment, overlaid by the 
black humour of compositions 
such as “A Bloody Morning” (an 
orchestrally swollen dreamscape 
seemingly about steering a ship 
while drunk) and “Lewis Gets 
Fucked Into Space”. Off-kilter 
chamber pop telling ear-pricking 
tales: worth staying in for. 

JOHNNY SHARP 





Наппаһ 
Рее|:есо 
electronics 


THE PAPER KITES 
Roses 


7/10 


The Paper Kites have 
a capable vocalistin 
co-founder Christina 

Bi Lacy; nonetheless, 
bandleader Sam 
Bentley handpickeda 


duet partner for each of the 10 romantic 


ballads that make up Roses. The first 
three tracks, featuring Portugal’s 
MARO, American Aoife O’Donovan 
and Kiwi Lydia Cole, areso hushed 
that, when the band finally kicks in on 


“Steal My Heart Away” with Australian 


Ainslie Wills, the pent-up tension 
erupts with a jolt, after which Aussie 
Julia Stone and Bentley lift “Without 
Your Love" to an ecstatic peak. When 
the track abruptly ends, Sweden’s 
Amanda Bergman makes a whisper- 


close pledge of devotion on “Crossfire”, 


and the song cycle plays out with 
candlelit intimacy, charting the arc 
ofa lasting relationship. BUDSCOPPA 


THEPEACERS 
BlexxedRec 


7/10 


Blexxed Recis 

the first album 

in four years for 
Mike Donovan’s 
Peacers gang. Inthe 
intervening years, 
Donovan экее a couple of great, 
idiosyncratic solo albums, but here 





he's back in familiar territory, working 
away at a compact, streamlined 
guitar popthat makes space for 
surprising moves and sideways 
swerves. For instance, check the way 
“Dickdog In Paris" leaps between 
motorised powerpop moves and 
woozy Barrett-esque melancholia. 
Just as significant, two other Peacers 
contribute songs, and they’re among 
the album’s highlights, particularly 
Shayde Sartin’s regal, mournful 
closer, “Make It Right”. Blexxed Rec 
is spirited and elliptical, equally. 

JON DALE 


HANNAH PEEL 


Fir Wave 

MY OWNPLEASURE 

8/10 
After an Emmy 
nomination for 
hersoundtrack 
work and a new 
BBC Radio3 





show, now Peel 
plunges into the British library 
record label KPM to rework music 
from 1972's Electrosonic, featuring 
Delia Derbyshire. She also adds 
acontemporary theme, with 
the music mirroring the Earth's 
ecological cycles. The resultis 
engulfing ambience and glowing 
synths (“Carbon Cycle") via more 
agitated and sputtering moments 
onthe minimal techno thump of 
“Emergence In Nature" — with this 
swing between the beat and the 
beat-less adding an unpredictable 
dynamic punch. However, most 
impressive is Peel's ability to take the 
source material and make it her own. 
DANIEL DYLAN WRAY 
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PETERMARLEY, JOHNPARTIPILO 


NINAMANANDHAR, VICKI SHARP 








RAFRUNDELL 
OMDays 


6/10 


] Peckham mystic Raf 
Rundelleases into the 
comfort of middle age 
топ this accomplished 
second album, having 
ironed out the quirks 
of his debut to deliver а set of heavy 
cosmic soul and sunshine dub. OM 
Daysis a lushly produced patchwork of 
stoned logic, KLF-style conspiracy and 
beatific salutations that works best on 
“Monsterpiece” and “More U Know" 
when the singer's buttery growl slides 
into atrundling Rundellian groove. 
Heenchants with the abstract pop 

of “Miracle” and “Ample Change", a 
feverish exchange with Lias Saoudi 

of Fat White Family, but elsewhere 
Rundell coasts perilously close to 
Sunday afternoon at Bestival. 
PIERSMAR TIN 


NITINSAWHNEY 
Immigrants 


taf runàeli 


7/10 


As Sawhney doesn't 
sing, his albums 
always presenta 
fascinating tableaux 
of guest vocalists 

in adazzling array 
of contrasting styles. Interspersed 
with appropriately sampled voices 
from the first Windrush arrivals to 
snarling Trump insurgents, the cast 
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Immigrant 
songs:Nitin 
Sawhney 





here includes singers whose heritage 
comes variously from India, Egypt, 
Jamaica, Canada and South Africa. 
What unites them is that they all 
identify with immigrant communities, 
a theme that dovetails perfectly with 
Sawhney’s sophisticated compositions 
about identity, nationality, raceand 
religion. The music is similarly diverse, 
combining orchestral strings and 
beats, flamenco guitars and rap, and 
an array of other global styles. 

NIGEL WILLIAMSON 


PEGGY SEEGER 
First Farewell 


9/10 


aM A revival giant 

| who regenerated 

@ as an important eco- 
"M feminist voice, Peggy 
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| ЕЗ quite the artistic spurt 
in later life; 2014’s Everything Changes 
took an unexpected detourinto elegiac 
space, while her new album (pitched 
tentatively as her last) reaches further 
and deeper still. Informed by austere 


Still busy: 


Peggy 
Seeger 











modern classical music as much 

as traditional song, First Farewell 

is wistful (opener “Dandelion And 
Clover" is a career highlight) as well 
as smart and engaged, including 
asexy take on climate change 
(“Lubrication”), and ending with 

a thrilling race with death (“Gotta 
Get Home By Midnight”). Encore. 
JIM WIRTH 


JOSEPH SHABASON 
The Fellowship 


TELEPHONEEXPLOSIONRECORDS/WESTERN VINYL 


7/10 


On his third solo 
album, Joseph 
Shabason - a 
contributor to 
Destroyer, among 
others, whose 
grandparents survived the Holocaust 
and whose parents joined an Islamic 
community - traces his family's 
complex postwar history and his 
subsequently troubled relationship 
with religion. It's unsurprisingly a 
multicultural, extravagantly arranged 
collection, with the title track's jazzy 
mix of, among other instruments, 
saxophone and pan pipes recalling 
Jon Hassell’s ‘Fourth World’ work and 
“Comparative World Religions” heavy 
on the mallets. “o-13”’s keyboards 
summon Ryuichi Sakamoto's 1990 
album, Beauty, but end with teenage 
angst, and there are hints too of David 
Sylvian’s early solo instrumentals on 
the track “15-19”. WYNDHAM WALLACE 


STURGILL SIMPSON 
Cuttin’ Grass Vol 2: The 
Cowboy Arms Sessions 
THIRTY TIGERS 





8/10 


Like allthe best 
iconoclasts, Sturgill 
Simpson made sure 
he knew his stuff 
before he truly set 
about subverting 

or expanding his genre. Last year's 
Cuttin’ Grass Vol 1 demonstrated that 
Simpson's songs, however weird 
their original presentations, worked 
splendidly as orthodox bluegrass. 
This successor volume reinforces that 
lesson without overselling it: mostly, 
it’s justa whole bunch of fun. This 
album is largely drawn from 2016's 

A Sailor's Guide To Earth but includes 
a couple of new tracks, one of which, 
“Hobo Cartoon”, isa Merle Haggard 
co-write: it’s gorgeous in itself but it 
also demonstrates that Hag knewa 
kindred spirit when he heard one. 
ANDREW MUELLER 


JOHN SMITH 
The Fray 


THIRTY TIGERS 


7/10 


Like so many others, 
Smith had a rotten 
98 2020, coping with 

ЯЕ family tragedy 

and the loss of his 

| livelihood - but few 

havethe wherewithal to distil the hurt 
with the eloquence displayed in these 
dozen poignant songs. Produced by 
Seth Lakeman, the spine is provided 
by Smith's gentle, unforced voice and 
virtuosic fingerpicking (he's played 
sessions for everyone from Joan Baez to 
Tom Jones) but piano, subtle splashes 
of percussion and guest appearances 
recorded remotely by the Milk Carton 
Kids, Bill Frisell and Lisa Hannigan 
add extra texture. Through the pain, 
songs suchas “Friends”, “Hold On” 
and “Sanctuary” rescue hope fora 
better tomorrow from the wreckage. 
NIGEL WILLIAMSON 


MATT SWEENEY & 
BONNIE “PRINCE” BILLY 
Superwolves 


n 






Г o 


8/10 


T Inthe many years 
_ since they made 
Superwolf -an 
| album that remains a 
4 standoutin both their 
formidable catalogues 
- Matt Sweeney and Will Oldham 
haveonly gotten better at their jobs 
and wiser with age. Even when they're 
extolling wanderlust on the folk-gospel 
"I Am Youth Inclined To Ramble”, they 
embrace their age and the perspective 
it provides. The deliciously tense 
opener, “Make Worry For Me", proves 
their close chemistry persists, but it's 
the quieter, more solemn back half 
ofthislong album - in particular the 
delicate “You Can Regret What You 
Have Done" - that finds them leaning 
on each other like best unbeaten 
brothers. STEPHENDEUSNER 


TUNE-YARDS 









Sketchy. 

4AD 

8/10 
Whoisn't mad attheir 
parents' generation? 

* It’ssomething Merrill 
i Garbus seems to 

acknowledge when, 


(Т on “Hold Yourself.", 
she sounds half-bored as she sings, 
“We all have doubts, we all have rage." 
But that anger, in her voice reflected 
backon itself, is real. Angeristhe 
fuel for Sketchy. — anger at misogyny, 
gentrification, power structures, but 
also one’s own rolein those systems — 
but the record itself isn't angry, fizzing 
instead with a creative fire. There's a 
looseness and joy to songs like *Make 
It Right" and “Homewrecker”, rooted 
inthe extended jam sessions in which 
Garbus and bassist Nate Brenner 
birthed the record, the bold lyrics 
anextension ofthat passion. 
LISA-MARIE FERLA 








Stark vibes: 
Samba Touré 
and friends 


Binga 


GLITTERBEAT 


Masterly Malian blues worthy of the 
storied Touré name. By Nigel Williamson 


SAMBA TOURÉ 
EOS. comes froma 
centuries-old 
“oral tradition”. 
It’s a phrase we 
often use about 
co African music 
without perhaps comprehending its 
full meaning. If we think about it at all, 
we assume it refers to musical skills 
and styles passed on in griot-fashion 
from generation to generation, with 
an accompanying set of ancestral folk 
tales that contain a semi-mythical tribal 


инн 





history of great kings and brave warriors. 


All of which is true and is reflected on 
Binga, Touré's sixth solo album since his 


international debut a dozen years ago. Yet 
thereasons why African music to this day 


remains a predominantly oral tradition 


run deeper. Growing upin a remote village 
іп northern Mali on the edge ofthe Sahara, 


Touré never went to school. “I can’t read 
easily, just a few words, so I’ve never 
read a book in my life," he admits. 


Thesameistrue for most of his domestic 
audience and it's key to an understanding 


ofthesignificance of artists such as 
Touré in West African societies. As he 


tells Uncut, music in Mali is far more than 


merely entertainment. You can let your 
hair down and dance to it, of course. But 


songs are also one of the main conduits for 


information and education, fulfilling the 
functions of anewspaper or social media 
in a country in which two-thirds of the 
population is illiterate. 

The point was brought home to this 


























SLEEVE NOTES 


à = 
Touré: ‘pure 
Songhoy music" 

7; жал 








reviewer some years ago at a festival 
in Bamako. A hip-hoptrio were on 


stage and I asked what they were rapping 


about. It turned out they were making 
a public service announcement. 
“They’re telling the youth that the 
streets are filthy and they should pick 
up the litter,” came the answer. One 
can’t recall NWA spearheading a ‘Keep 
Compton Tidy’ campaign. 

On Binga we find Touré singing in 
his native Songhoy tongue about the 
malfunctioning of the school system 
(“Atahar”), the damage mankind 
is wreaking upon the natural world 
(“Адоипуа”), the rural poverty of his 
old village (“Sambamila”) and urging 
Malian youth against leaving family and 
friends behind in search of an illusory 
better life abroad (“Fondo”). Then, 
despite his country’s many problems, on 


“Sambalama” he urges his people to stand 


tall and hope for better days to come. 
How much these important but 


parochial messages need concern Touré’s 


international audience is a matter of 
individual choice. You can simply regard 
this gloriously traditional music as an 


exotic and mysterious luxury and tap your 


foot to the timeless, mesmerising beat of 












































Touré's desert blues (a term he hates as a 
lazy Western catch-all, by the way). But 
our appreciation is surely enhanced by 
anunderstanding of the music's higher 
purpose. In a turbulent, divided country 
ravaged by military coups, jihadist 


attacks and tribal rebellions, Touré's texts 
disseminate messages as vitally as Twitter 


and Facebook in the Western world. 


Touré was born in 1968 in Binga, a rural 


commune near Timbuktu. His mother 
wasasinger who sometimes performed 
with Ali Farka Touré, who was unrelated 


but became the boy's hero and mentor. He 


made his first guitar from a sardine box 
and graduated to an electric instrument 
when Ali gave him one of his cast-offs. 
By the '9os he was touring Europe and 
the US asamember of Ali's band. 


Heavily influenced by the blues-driven 


style of his mentor, who died of cancer in 
2006, Touré's first international album 


two years later was fittingly titled Songhai 
Blues: Homage To Ali Farka Touré. Signed 


by Chris Eckman when the former 


Walkabouts singer launched Glitterbeat in 
2013, Binga is Touré's fourth album for the 


label and his most traditional-sounding 
release to date. On 2014s Gandadiko and 
Wande three years later, Touré mixed 
authentic African instruments with a 
harder-rocking urban style. Here the 
sound is stripped back to Touré's guitar, 
theearthy sound ofthe banjo-like ngoni 
and calabash percussion. The groove is 


taut, the vibe is stark, almost austere in its 


bare-bones feel, and the only chromatic 
embellishment to the strictly traditional 


template comes from the use of harmonica 


on several tracks. If past albums were 
Touré’s equivalent of the Chicago blues, 
this set is metaphorically located deep 
down in the Delta. 


2956 


In addition to Touré's ‘message’ songs, 


the setis bookended by a couple of elegant 


andancient praise tunes, one to the 
ancestral rulers ofthe Songhoy empire 


centuries ago and another to the beauty of 
Malian women. Ifthis fine album bore the 


name ofa different Touré, itwould rank 
alongside the best of Ali Farka's legacy. 
And therereally can be no higher praise 
than that. 
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LOST GIRLS 


Menneskekollektivet 


SMALLTOWN SUPERSOUND 


8/10 


Jenny Hval's highbrow electronic explorations. 


By Wyndham Wallace 


“IN the 
beginning, 

М there is по 

| word and 

no T,” Jenny 
Hvalintones 

| at the start 
of Menneskekollektivet, her debut 
album with fellow Norwegian 
Havard Volden under the moniker 
Lost Girls. “In the beginning, there 
is sound.” As any musician invited 
to perform extempore will know, 
this is an appropriate premise 
upon which to improvise: to 
sacrifice one’s self to the greater 
good of music is often crucial to its 
success, and a useful means too by 
which to focus on communication 
at its most fundamental. In the 
wrong hands, of course, the 
concept sometimes provokes 
more unfiltered ineptitude than 
divine inspiration. But Hval and 
Volden are far from strangers. 
Consequently, the dangers in 
them establishing their own 
creation myth are limited. 

Volden first contributed to Hval's 
music on 2008's Medea, recorded 
under her earlier pseudonym, 
Rockettothesky, and he's played 
regularly in her live band since. 
More importantly, they have 
already collaborated in the studio, 
releasing a self-titled album in 
2012 as Nude On Sand - alargely 
acoustic and significantly less 
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accessible collection than this – 
before announcing themselves 
as Lost Girls with 2018's lengthy 
two-track EP, *Feeling", which 
provided a more recognisable, 
ifnoisier, template for their 
endeavours here. That they're 
now familiar with one another's 
methods in multiple scenarios 
shows: whether in the opening 
title track's slow gestation or 
theinterplay at the end ofthe 
15-minute “Love, Lovers", between 
Hval’s impromptu vocals and 
Volden’s fluid multi-instrumental 
arrangements, they seek to locate 
space between spontaneity and 
structure, both musical and 
lyrical, where imperfection 
is not necessarily a flaw. 
Unexpectedly, they do this in 
amanner sometimes comparable 
to Underworld, partially because 
both tradein club-friendly 
crescendos and also because, 
as the latter’s expansive Drift 
project suggested, they’re 
similarly acquainted with the 
belief that music is no less for 
being perpetually ‘unfinished’. 
“Menneskekollektivet” swells 
seemingly aimlessly from its 
spoken-word introduction and 
rich synth tones to an ecstatic 
piece of dancefloor trance, 
Hval’s chants of “together” 
threatening a cover of Lionel 
Richie's “All Night Long” while 





(synths, voice), Havard 
Volden (guitars, 
synths, electronics) 


| byanother primitive drumbeat 

















tumbling rhythms 

distantly echo The 

The’s “Giant”. “Losing 

Something”, 
SLEEVE NOTES meanwhile, opens 
with a sparse 808 

1Menneskekollektivet percussion track that 
2 Losing Something recalls nothing more 
3Carried By than Chris De Burgh's 
Invisible Bodies *Lady In Red" before 
2 anangelic vocalline 
5RealLife . : 
iac ushersin an ominous 
Producedby: basssynth, heralding 
Lost Girls with agradual change 
Kyrre Laastad of mood whose 
Recordedat: Øra guitar and synth 
Studios, Trondheim, arpeggios preface a 
Norway final, multitracked 
Personnel: Jenny Hval refrain worthy of The 


Knife. This segues 
into "Carried By 
Invisible Bodies", 
with more thick 
synths penetrated 


and increasingly queasy, pitch- 
shifting keyboards - like 808 
State's “Pacific State" retooled 

by abad drug experience. The 
pair conclude with “Real Life", 

on which Hval's most disciplined 
melody jousts with another 
programmed 808 rhythm and 
guitars down-tuned asiffor Talk 
Talk's *Runeii". That final analogy 
feels significant too, because, like 
Mark Hollis'slater work, these 
tracks follow their own logic, 
almost dragging their creators 
along for the ride. 

Nonetheless, Hval never shies 
away from discomforting her 
audience. In 2006, on her debut 
Rockettothesky album, she asked 
bluntly on *On Cherry Tree Song", 
*When you think of me/Do you 
masturbate?", and she's continued 
to explore similar taboos, whether 
on 2016's Blood Bitch or the 
“Feeling” EP’s’ “Drive”, which 
was distinguished by an extended 


crying jag. On stage, too, Hval 
has occasionally indulged acts of 
am-dram over-sincerity, which 
edge more towards the toe-curling 
than the provocative, and there 
are moments here where one 
wishes the duo had edited more 
judiciously: Hval’s sometimes 
meandering discourse about 
fiction on “Carried By Invisible 
Bodies”, for example, or her 
redundant yelps at the end of 
“Love, Lovers”, recognisable to 
anyone who’s discovered the 
joys of studio reverb and echo. 

Still, Menneskekollektivet’s 
foibles - and the sense that it’s 
incomplete - are what make 
itso compelling. There's a 
difference between 'songs' and 
‘performances’, after all, and 
though these five tracks were 
developed in a Trondheim studio, 
they're nonetheless definitely 
‘performances’. The music is 
merely caughtin a state of evolution 
and, had they not chosen to nail 
it down to tape when they did, it 
might have developed differently. 
Whattherefore emerges - in Hval's 
occasionally tentative melodic 
explorations as much as Volden's 
instrumental experiments — is 
aninsight into the very process of 
making an album. 

Furthermore, one can't help 
but concede, given Hval's 
generally highbrow approach, 
thatsuch actions emerge from an 
admirable, conscious suppression 
ofegoand the duo's willingness 
to overcome inhibitions for the 
sake of their artistic objective. 
Indeed, as Hval adds on the title 
track, “to sing isa selfless act, 
or atleast potentially a selfless 
act. Singing could - should - be 
about compassion." In the end, 
then, there is no T. In the end, 
thereis only ‘sound’, and all that it 
communicates in the moment. 


Jenny Hval: "laminterested 
in what the selfless is..." 

Why did youchoose the title 
Menneskekollektivet? 

It's the title of oneofthesongs and 
awordlreally like. К means human 
collective’ in Norwegian but you 
wouldn tfinditin the dictionary; it 
doesn treally exist.Isuggestedit 
becausel miss people.|am afraid this 
never-ending pandemicis making 
uslesshuman, less interestedin 
humanity. But hope not. 


If singingis aselfless act, 
isn't this at odds with the 
ideaof the singer as 'star'? 
Ihaveissues with celebrity culture 
of allkinds. Håvard finds this 
problematic too: the guitaristis also 


‘the star, waiting to play their guitar 
solo. Weneedto find some other 
reasontoperform.For me, thinking 
of singing and performing music 
asaselfless actisinteresting.l am 
interestedin whatthe selfless is. 


How farhad yougot with 

the concepts for these songs 
before youbeganrecording? 
Wehadplayedallof these songslive 
severaltimesbutthey had sounded 
differentandmostof themhadlyrics 
thatlsort of changedaroundfor the 
recording. So,in the studio, we knew 
thestartand endpoints, but not 
always how to get from A to B, and 
notexactly how to play them onthe 
instruments we chose. Thatmadeit 
very playful. 

INTERVIEW: WYNDHAM WALLACE 












MORGAN WADE 


Reckless runrv cens 
7/10 


Confident bow fromatoughnew 
дшепсипа voice 


3 While this is Virginia- 

~ S born Morgan Wade’s 
8 debut album, she 

* honed her grit-in-the- 
‘4 oyster vocal style over 
= several years fronting 
asuccession of bands before coming 
to the attention of Sadler Vaden, best 
known for playing guitar with Jason 
Isbell. Vaden’s crisp production puts 
Wade’s voice (with shades of Shelby 
Lynne and even raspy Wanda Jackson) 
high in the mix on no-nonsense soul- 
searching confessionals “Other Side” 
and “Mend”, and seriously raises the 
roof on the bells and whistles of the 
radio-friendly pop anthem title track. 
TERRY STAUNTON 


NICK WATERHOUSE 
Promenade Blue 


8/10 


LA native suffuses his fifth studio 
LPwithvintage opulence 
221 | Co-producing with 
Paul Butler (Teskey 
Brothers, Michael 
Kiwanuka), Nick 
Waterhouse once 
again transforms 
himself from a nerdy Clark Kent to 
akickass retro-soul man, shape- 
shifting through Promenade Blue’s 
11 period-piece originals. Highlights 
include opener “Place Names", its 
swirling strings and tart girl-group 
backing vocals setting the mood; 
“The Spanish Look”, accented by 
stand-up bass, cocktail piano and 
doo-wop male chorale; “Vincentine”, 
with its swaggering horns; and the 
happy-hour instrumental “Proméne 
Bleu". Waterhouse’s languid tenor — 
which, like his stylistic range, lands 
somewhere between Rick Nelson's 
and Chet Baker's - rides shotgun with 
thearrangements as he conjures an 
imagined world of nocturnal West 
Coast cool. BUDSCOPPA 


SARA WATKINS 
Under ThePepper Tree 


NEW WEST 


7/10 


Acclaimedroots artist and friends 
tackle children'slullabies 


In less capable 
hands, this project 

= might easily have 
become an exercise 
“іп twee nostalgia. But 
Watkins’ judicious 
arrangements and less-is-more 
approach throw different shades 

onto these songs she fell in love with 
as achild, from the shivery fiddle 

that guides “The Second Star To The 
Right” to a bare-bones version of “Blue 
Shadows On The Trail” (featuring 
Nickel Creek ally Chris Thile and 
Watkins’ brother Sean) and the keening 
harmonies of m With Her bandmates 

















Sarah Jarosz and Aoife O'Donovan 
on “Tumbling Tumbleweeds". 
Harry Nilsson’s “Blanket For A Sail”, 
meanwhile, is deliciously wonky- 
weird. ROBHUGHES 


WHATITDO ARCHIVE 
GROUP 
The Black Stone Affair 


RECORDKICKS 


7/10 


Intermezzo funk!Masterful pastiche 
of the golden age of Italian movie 
soundtracks 


It seems too good 

to be true, and itis. 
From the faux-retro 
artwork, to the 
fabricated backstory 
— allegedly the 
“recovered soundtrack to a lost Italian 
masterpiece” — this sleek slice of 
cinematic soul is aimed ruthlessly 

at the crate-digger. In reality, it’s the 
brand-new debut from a talented 
Reno, Nevada collective, whose 
forensic studies of Morricone et al 
have produced a set of slow-burning 
grooves that variously recall Gene 
Page, thefunkier bits of John Barry and 
the there-but-not-quite vibe of vintage 
library records. Attention to detail 

is superb - they've even included a 
breathy bossa nova - making this 

the note-perfect musical antipasti 

for your next dinner party, whenever 
that happens. MARK BENTLEY 


MATTHEW E WHITE 
& LONNIE HOLLEY 
Broken Mirror: A Selfie 
Reflection 


7/10 


Freak-out septetrecordings from 
White = withnewlife 

* Initially recorded 
(and abandoned) 

as base material for 
Matthew E White’s 
second album, Fresh 
Blood, the music on 
Broken Mirror sat on the shelf for about 
halfa decade, until an encounter 
between White and Lonnie Holley 

led the latter to sing over the archived 
tapes. The collaboration certainly 
makes sense; White's material feels 
freer than usual, full of spirals of organ 
and keys, collapsing new rhythms 

and delirious jazz-funk riffs; Holley's 
one-take improvisations edge towards 
visionary incantations. The peak isthe 
inner-vision electronica drop of “I’m 
Not Tripping", a kaleidoscopic spin-out 
that's like Cluster with heavy juju. 
JONDALE 
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Dark shades: 
Jamie Stewart 


left)and Angela 
eoof XiuXiu 


WILLIAM THE 
CONQUEROR 
Maverick Thinker 


6/10 


West Countrytrio capturethe spirit 
oftheblues 


On his third album 
with William 

The Conqueror, 
frontman Ruarri 
Joseph completes 

his transition from 
folkie songwriter to gnarled bluesman. 
The album was recorded last year at 
LA’s Sound City and the trio — Joseph, 
drummer Harry Harding and bassist 
Naomi Holmes - channel the swagger 
and the spirit of the place, with 
spacious, rootsy melodies leaving 
plenty of room for Joseph's speak-sung 
storytelling. Whileit's sometimes 

an affectation too far - see *Fiction", 
which features the character of William 
from the band's recent podcast series 
in conversation with his younger self 
over jittery snare and squalling guitar 
— thetrio's chemistry makes an instant 
classic out of opening rocker "Move 
On” and infuses the title track with 
country charm. LISA-MARIE FERLA 


WITCH CAMP 
I've Forgotten Now Who 
[Used To Be 


SIXDEGREES 


7/10 


Grimtalessungwithasense 
ofoptimism 

пш @ шш Complied by 
sometime Tinariwen 
producer Ian Brennan 
and his journalist 

ЖА ‘wife, Marilena Delli 

pe Jem Umuhoza, these field 

recordings tell shocking stories rarely 
covered by mass media. The witch 
camps of Ghana were setup to provide 
safe haven and healthcare for women 
accused of witchcraft, their plight 
and persecution clear in titles that 
translate as “Hatred Drove Me From 
My Home" and “I Trusted My Family, 
They Betrayed Me”. Yet, despite the 
harrowing subject matter, there's a 
bizarrely comforting, maternal tone 
to the women’s voices, their simplistic 
melodies draped over primitive 
percussion and makeshift strings 









conveying unexpected messages 
of hope. TERRY STAUNTON 


XIU XIU 
OH NO POLYVINYL 


7/10 


Experimental US duo return for duets 
with Sharon Van Ettenandmore 


Collaborations with 
the likes of Mitski 
== `` and Charlemagne 
Palestine have often 
added more shades to 
the very dark music 
that dominates Xiu Xiu's oeuvre over 
the pasttwo decades. The sameis 
true of these new songs, which pair 
Xiu Xiu mainman Jamie Stewart’s 
menacing, quavering murmur with 
the voices of Sharon Van Etten, Circuit 
des Yeux’s Haley Fohr, Grouper’s Liz 
Harris and several more guests who 
cut through OH NO’s sonic fog bank 
of clangorous gloom. While the LP 
reaches its darkwave apotheosis with 
a Neubauten-like cover of The Cure’s 
“One Hundred Years”, glimmers of 
lightness and tenderness make fora 
surprisingly rich listening experience, 
one that’s closer in spirit to Scott 
Walker’s Bish Bosch than Xiu Xiu’s 
past provocations. JASONANDERSON 


ADRIAN YOUNGE 
The American Negro 


6/10 


Producer andfilm composer leads 
amusicalinuestigation of USracism 


f. N Оу This projectis linked 
EE toa podcast entitled 

Ё Invisible Blackness, 
where producer, 
И multi-instrumentalist 
and songwriter 
Younge discusses weighty issues 
— from the legacy of slavery to the 
notion of “race” as a social construct 
— with guests including Chuck D and 
Keyon Harrold. The accompanying 
album features quotes from these 
podcasts interspersed with rather 
didactic pieces of music theatre that 
attempt to bring these issues to life. 
More encouragingly, though, the 
arrangements from Younge’s Linear 
Labs Orchestra are often quite heavenly 
and the beats can be appealingly 
funky. JOHNLEWIS 
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"Soholdme, Mom, inyourlong arms/Inyour automatic arms" 


МАҮ 2021 


LAURIE ANDERSON - 


Big Science (reissue, 1982) 


Distilled from multimedia shows, the performance artist's 
influential album resonates anew. By Laura barton 





performing segments of 

United States at smaller 

venues, including at the Nova 

Convention, held in New 

York City in 1978, where the 

audience had included William 

S Burroughs, Patti Smith, Allen 

Ginsberg and Frank Zappa. 
Anderson had also distilled 

and studio-recorded several 

sections ofthe work for her 1982 

album Big Science, released 

in haste after the unexpected 

success of her 1981 single 

*O Superman", which reached 


NITED States, an 
eight-hour orchestral 
and multimedia 
performance piece 
by the artist Laurie 
Anderson, was first 
performed in its entirety 
over two nights at Brooklyn Academy Of Music, 
in the February of 1983. Itwas an examination of 
the American Utopia, a collage of spoken word, 
technology, music and film, divided into four 
sections: transportation, politics, money and love, 
and 78 separately titled segments. There were shadow 
puppets, a miniature speaker she placed in her 
mouth, a drum solo performed on her own skull; the 
Statue Of Liberty and the Stars And Stripes. 

The show that February was not entirely new 
material. For some while, Anderson had been 











No2inthe UK charts (having been 
championed by John Peel) and led to a 
seven-album deal with Warner Brothers. 

If Anderson seemed to land at that moment 
out of nowhere, it's worth remembering that 
in 1979 the New York Times called her “the best 
and most popular performance artist of her age". 
That she was already the recipient of an honorary 
doctorate from the San Francisco Art Institute, and 
aGuggenheim Fellowship. Above all, that the 10 
songs of Big Science (including the bonus B-side 
*Walk The Dog") are intricately linked to an artistic 
movement and an era, to the time ofthe Iran hostage 
crisis, the emergence of Reaganism, the burgeoning 
technological age. That Anderson was more, much 
more, than just a novelty hit or a quirk. 

Butit's also worth considering how readily Big 
Science stands alone, untethered from time and place. 


And how, over the course ofits 
near-40-year existence, it has 
been a record that has come to 
acquire new resonance with 
each generation, now standing 
as one of the most influential 
albums of the past four 
decades - its effect tangible 
in recent work by the likes of 
Cassandra Jenkins, St Vincent, 
Perfume Genius and more. 
Still suffering the effects 
of the 9/11 attacks, listeners 
duly pointed to the record’s 
eerie prescience, to its > 


Dissecting the 
AmericanUtopia: 
Anderson'seight- 
hour United States 
performance, 
February 1983 
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Synths and 
burning 
cityscapes: 
Anderson's 
United States 


talk of buildings on fire, the tale ofa 
pilotless aeroplane crash-landing in 

its opening track, “From The Air”, and 
“О Superman"'s calm advisory: “Неге 
come the planes/They’re American 
planes/Made in America...” Beneath 
Anderson’s mellifluously disembodied 
voice, a saxophone jabbed and juddered. 
Listening again, it was hard not to recall 
adescription from the New York Times 
review ofthe United States performance, 
painting Anderson as *a mad empress 
overlooking a radioactive cityscape, her 
music evoking the whines of sirens and 
thesobs ofthe people". 

And it seemed right to remember in that 
moment that “О Superman”’s full title 
included the tribute “For Massenet” — 
thank you to the French composer whose 








WARNERBROS, 1984 

This boxset version of 
Anderson's 1983 full-length 
performance of United 
States at the Brooklyn 
Academy Of Music serves as both serious 
document andlucky dip - ranging from 
the familiar “O Superman’ and Sweaters" 
to brief sax duets, it offers greater context 
for the songs of Big Science. 

8/10 
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| 1885 opera Le Cid included the aria “О 

| Souverain”, which inspired Anderson’s 

| song, and which served as something of 
| aprayerto a higher power. 


This latest reissue comes ata time 


| ofnew crisis, when science has never 
| seemed bigger or more urgent, and the 


American Utopia more tarnished. Today, 


| inanageofnear Trump, and civil rights 
| uprisings, and riots at the US Capitol, the 


lyrics to “O Superman”, that oddity of 


| sublimely vocodered voice and electronic 
‚ tenderness, have acquired new weight: 


“’Cause when love is gone there's always 


` justice", Anderson notes. “And when 
| justice is gone, there's always force". 


This year, Big Science's emotional 
heart seems to lie towards the close of the 


| record, in the sweet medley of “Let X-X" 


and “It Tango”. In the first, warm synths 
and xylophone carry Anderson’s 
jumbled world of hat check 
guys and burning buildings, 
sky-blue skies and Swiss 
Army knives, of writing 
a book “thick enough to 
| stunanox”. Inthe latter, 
| there is brass, electronic 
| huffsand handclaps, 
7 — hiccoughs of Dylan 
lyrics, trails of associated 


meaning, asong that bobs and weaves 
and pushes forward. Together, they suit 
these strange days of disorientation, false 
starts and momentum. 

Anderson’s early studies were in violin 
and sculpture, and often her artworks 
have combined sound and temporary 
structure — Automotive, for instance, 
which conducted car horns ata drive-in 
bandshellin Rochester, Vermont, or 
Duets On Ice, in which she wore ice skates 
to stand atop blocks of ice and perform 
cowboy songs оп a “self-playing violin” 
until the blocks of ice melted. 

Tolisten to the songs of Dig Science 
is tofeel something ofthis state of 
perpetual transience, asifitis not quite 
thesame album you listened to 10 years 
ago, nor even this morning. This is 
testament to both its sense of free-floating 
disembodiment and its sheer variation 
of sound - the steady drip of “Walking 
And Falling”; the bagpiped punkish 
discomfort of “Sweaters”; the joyously 
unexpected twists and turns of “Example 
#22”, in which snippets of German, a 
telephone, a saxophone, a sultry chorus, 
apitter-pattering drumline, synths 
and vocal distortion gather and gather, 
growing ever more frenzied and zig- 
zagged. Itis also a tribute to Anderson's 
manipulation of language - a phrase that 
might seem harmless one moment, can 
easily glower the next. So the lyrics of, 
say, “Born, Never Asked", about a room 
full of people all arriving atthe same time, 
all free, and all wondering what's behind 
the curtain, quickly feels like a curdled 
portrait of America. 

Despite the juggernauting eight minutes 
of “O Superman”, this isa strikingly 
short album, made up of mostly short 
songs. And yet Big Science carries the 
sense that what you are listening to 
holds great breadth and depth. As if it 
contains not only 9 songs, and one chart 
hit, butsomething more profound: ideas 
of America, thoughts on transportation, 
politics, money and love. As if, should you 
listen hard enough, you might just hear 
78 separately named segments, shadow 
puppets, and the Stars And Stripes; all 
therichness and wonder ofan eight-hour 
performance spread out over 44 minutes. 
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6 NONESUCH,2015 


A NONESUCH/ELEKTRA, 2010 | И 
2] Anderson's eighth studio 4 # 4 Й After the death of her husband, 
| record was made with Lou Reed, Anderson madea 


-) 
АР) producer Roma Baran (who 

| also worked on Big Science) 
and her husband Lou Reed. Like her debut, 
it's a rumination on the state of the union, part 
polemic, part prayer over electronics, drone 
andjazz, bolstered by guests such as Antony 
Hegarty (now Anohni) and Kieran Hebden. 
7/10 








| HEART OF A DOE 
| film about her late dog Lolabelle, 
who had famously painted and 
played the piano. It was a beautiful thing, 
indirectly addressing the loss of her partner, 
andits soundtrack stands alone: a collection of 
audio, music, spoken word, works from previous 
projects, and even acontribution from Reed. 
7/10 
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Anderson: in big rooms now, than 


ВУЗА insidemyhead.AndI'm 
catching [Vo] | ( 
eM really getting backinto 


Q&A, 


Laurie Anderson on 


lockdown, encouraging 
other artists and the joy 


of 'spatiallistening" 


Itsalmost 40 years since the 
release of Big Science - how 
doesitsound to younow? 

It does feel fresh to me, it’s weird. But the 
passage of time has got so abstract over 
the past year. Ihardly know how to talk 
aboutit. In many ways this past year has 
been a very ecstatic period for me, I’ve 
been able to do so many things that l've 
always wanted to do – one of them is just 


read every book that I've felt like reading. 


And not have to go places. Not that I 
don’t love going places. Fortunately in 
New York many, many museums and 
galleries are open, and they have been 
for quite a while, so you can go and be 
part of this incredible silent world where 
youre the only one in the medieval 
armour room. It's just a dream. 


“O Superman’, іп 
particular, seems 

to have founda 

new topicality 

It’s a weirdly topical 

song. I sing it maybe once 
every 10 years — Гт not 
somebody who sings my 
single hitin a show. But once 
ina while it seems to really 
apply. In a funny way it still 
isanunusual song, and 

I still find it relevant, and 

I find it strange. 


Didit feel unusual when 
you were writing it? 

Yes, alittle bit. Yes. It was part of 
avery long work I was writing 
called United States, and that was 
the result of spending so much 
time away from this country, and 


"It was part of trying 






















to get some distance. 
I would really love to 
be able to do that now” 


working elsewhere. Then you look back 
[and] you can see things from a different 
point of view. And soit was part of trying 
to get some distance. I would really love 
to be able to do that now. 


This willbe the first time in 30 
years that Big Science hasbeen 
available on vinyl, what does 
this mean to you? 

I heard the new pressing two or three 
months ago, and I said, “Whoa! That 
sounds fantastic!” And then I did it like 


| Iusedtodoitin the ancient days, of 


putting iton a few different systems 
and really got into the feeling of 
spatial listening. I suppose Гуе 

gota little too used to headphones 
and earbuds. That really seems 

to have limited my experience 
with sound. So I'm much more 
interested in hearing things out 





“O Superman” video 


my old record collection, 
and finding all these old 
stashes of my recordsin 
different studios. I found 
Jean Knight's *Mr Big 
Stuff" — great song, and 
Iremember building 
awhole performance 
around that once. And 
Music In Twelve Parts 

by Philip Glass — an 
amazing work. AndI 
found Tchaikovsky's violin 
concerto — the only violin 
concerto that I had ever 
really memorised. They all 
sound beautiful. Ijust love 
this uncompressed sound. 
Itjust makes your heart 
stop. As if you forgot how 
to hear music. 


This seems quite an appropriate 
time to reissue an album named 
Big Science, doesn tit? 

I was over at the Javits Center, which 

is this really big centre for tech and 
political conferences that they’ve 
turned into a vaccination centre. And 
after I got my vaccine, I gota badge: it 
hada flexed arm on it, and it said “I’ve 
been vaccinated at Javits". And I said 
wait a second, that's the cover of “O 
Superman”! The flexed arm! It is exactly 
that. And ifthis is not big science, whatis? 


What apromotional 

campaign for you! 

It’s too tempting, and it’s too graphically 
perfect, but it's just a little bit gross. 


Youmade quiteliberaluse of the 
vocoder onBigScience. 

Its one of my favourite instruments. I 
guess I’ve just always been a geek, and I 
do love that it’s so mellifluous and I liked 
especially that it was a coding device in 
World War II, that’s its origin. And “О 
Superman” was a kind of code. It used 
alotofslogans, ofthe *havea nice day" 
and the US postal slogan variety. 


How do you feel when youhear 
that you, and this album, area 
touchstone for newer artists? 
Well, I feel that way about many 
writers and musicians and visual 
artists as well, and it just makes 
mefeel part of areal community 
or culture. And that is an excellent 
feeling. I guess what I miss 
about being with people is their 
encouragement. Soif Iin any way 
have encouraged people to make 
something, then it makes my 
wholelife seem like it has some 
meaning. SoI'm really really 
happy to hear that. To be part of 
this world is a really big deal for me. 
INTERVIEW: LAURA BARTON 
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Shakey start: 
Young 'atthe 
cuspof solo 
superstardom" 


NEIL YOUNG 


Young Shakespeare 


REPRISE 


7/10 


OUNG SHAKESPEARE, 
the latestin Young’s 
ongoing Performance 
Series (this is vol 3.5 for 
those crazy enough to 
keep track), captures the 
songwriter at the cusp 
of solo superstardom. He was still best 
known as the Y in CSNY but he'd packed 
several lifetimes’ worth of activity into a 
very brief span of time: from the break-ups 
and make-ups of Buffalo Springfield to the 
dangerously unstable Crosby, Stills, Nash 
& Young, from the lukewarm reception of 
his debut 1968 solo LP to the formation of 
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YOUNG ЕНАКЕЯРЕАНҒ 





Crazy Horse. Now, as he walked on stage 

at Stratford Connecticut’s Shakespeare 

Theatre in January of 1971, he was alone 

again, naturally, and rapidly emerging 

as a force to be reckoned with. 

Both Everybody Knows This Is Nowhere 

(his first collab with Crazy Horse) and 

the then-freshly released After The Gold 

Rush had been powerful statements of 
intent, unearthing 
a glittering vein of 
sonic possibilities 
that Young continues 
to mine to this day. 
Neil’s confidence 
as a performer 
was growing with 
leaps and bounds 
too, his distinctive, 
percussive acoustic 
guitar technique 
crystallising and 
his high, lonesome 
vocals becoming 
more bewitching. 


This erais well represented in Young’s 
always expanding archival universe; 
indeed, Live At Massey Hall 1971 
(released as Performance Series 3.0 
in 2007) was recorded just a few days 
prior to the Shakespeare Theatre show, 
and Live At The Cellar Door (released as 
Performance Series 2.5 in 2013) comprises 
solo performances from December 1970. 
(There's even more to come: Neil recently 
announced a Bootleg Series that will 
include three more late ’70/early ^71 solo 
shows.) With a setlist and overall mood 
that doesn't deviate wildly from Massey 
Hall 1971, some fans might find reason 
to complain about Young Shakespeare. 
Maybe onecan have too much of a good 
thing? Butin a world where listeners сап 
immerse themselves in every last note 
of Dylan and the Hawks' 1966 tour or the 
Grateful Dead on their Europe ’72 trek, 
more examples of Neil Young а this 
early peak are welcome. 

Young Shakespeare is differentiated 
by its visual accompaniment - a murky 




















but absorbing 16mm document of the 


show made by Dutch filmmaker Wim van 


der Linden (and subsequently edited by 
Young's directorial alter ego Bernard 
Shakey). Flannel-clad Neil is а shadowy 
but friendly presence as he moves from 
guitar to piano, at times gently ribbing 
his audience with a wry joke, at others 
earnestly seeking a connection. At this 
point, Young's stage presence is the 
perfect mix of seductive mystique 

and aw-shucks bonhomie. 


The performance itself? Flawless. Even 
atthis early stage, Neil had an impressive stash 
ofsongs to draw from, and he dispatches tunes 
from Everybody Knows This Is Nowhere, Déjà Vu 
and After The Gold Rush with focus and precision. 
These may berelatively new compositions but they 
already sound like sturdy classics on stage, from 
the wistful opener, “Tell Me Why”, to the moody 
acoustic remakes of “Cowgirl In The Sand” and 
“Down By The River”. Instead of coasting on past 
successes, however, Young takes the opportunity 
to debut several new numbers destined to become 
signature concert favourites. “Old Man”, inspired 














by the foreman on Neil’s northern 
California ranch, is close to fully 
formed; the songwriter would record its 
definitive Harvest version in Nashville 
just afew weeks later. Young prefaces 
“The Needle And The Damage Done” 
with а ramble that references the recent 
heroin-related deaths of Janis Joplin 
and Jimi Hendrix but it's likely he had 
another musician in mind: guitarist 
Danny Whitten, whose drug habits had 
caused Neil's break-up of Crazy Horse 
in 1970. Whitten passed away in 1972 
SLEEVE NOTES while trying to kick heroin. 

Equally heavy is “Ohio”, a song 
less than a year old, but a fresh wound 
for the counterculture. Written and 
recorded in the immediate wake of the 
Kent State massacre of May 1970, the 
CSNY singleis militant and aggressive, 
with piercing guitars and urgent vocals. 
In Stratford, the acoustic *Ohio" is 
amore mournful thing, a personal 
lament, thelines that cut the deepest 
here: *What if you knew her/And found 
her dead on the ground?" However, 
Young is enough of a showman to 
follow up this dark cloud with the 
featherweight hoedown *Dance Dance 
Dance", which serves to lighten the 
mood considerably. 

As on Massey Hall 1971, Young 
Shakespeare's most interesting 
highlightis the ^A Man Needs A 
Maid”/“Heart Of Gold” medley, 
performed on piano and introduced by 
Young sheepishly as “my most elaborate 
accomplishment”. But elaborate it is. 
“Maid” is a dramatic performance, 
even when stripped of its bombastic 
Jack Nitzsche arrangement, Young's 
vocalrising over crashing minor chords. 
"Heart Of Gold", by contrast, is given an 
intimate, hopeful reading. In just about 
a year's time, the song (in a radically 


| ars altered form) would take Neil to the top 


of the charts. But there’s an even more 

enticing hint of things to come; during the medley’s 
elegant instrumental preamble, Young plays the 
unmistakable melody of “Borrowed Tune”, asong 
that wouldn’t appear on record until 1975. It’s brief 
moments like these that remind us of why releases 
such as Young Shakespeare are essential to our 
appreciation of the songwriter’s long career. They 
give us a valuable, if slightly blurry, freeze-frame 
of an artist who is always in motion — here опе 
minute, gone the next. 

8/10. Available оп CD, LP and DVD. An 
accompanying lithograph is also up for sale. 
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Olias Of Sunhillow 


(reissue, 1976) ectectic 


^ After completing his 
ee first solo ГР in 1976, Jon 






aa. Inis calls to Yes's sleeve 
"7 artist of choice were 
"not being returned, 

S the ЕЕ -voiced frontman forced 
to look elsewhere when Roger Dean’s 
people told him: “Jon, please leave 
Roger alone.” Based in part on Dean’s 
cover for Yes’s 1971 album Relayer, 
Olias Of Sunhillow did not inspire 
confidence, non-musician Anderson’s 
decision to make it “a true solo album 
with just me on it” arecipe for disaster. 
However, Ari Up’s godfather worked 
around his limitations in 10 feverish 
months in his home studio, his cosmic 
arkfantasia mixing imaginary world 
music, ecstatic harmonies, wibbly 
Tangerine Dream space noise and 
colossal two-finger keyboard riffs (hear 
*Solid Space" and cower) to make Olias 
anunlikely ally offellow have-a-go 
merchant Brian Eno's mid-1970s solo 
works. A delirious New Age folly. 

6/10. A 5.1 surround sound 
version of the album, plus sleevenotes. 
JIM WIRTH 


Unknown Country 
(reissue, 1996) merce 


=> Over their 40-odd 
Tq — years of sporadic 
| > we Texistence, The Clean 
^8 . have earned theright 
Bo be regarded as, just 
Daina quietly, one of the 
mostinfluential indie-rock groups of 
all time. The Clean were the keystone 
of the 1980s Dunedin scene showcased 
by prodigious New Zealand label 
Flying Nun: echoes of their gruffly 
melodic deadpan eventually infiltrated 
American college rock and grunge. 
Unknown Country, originally released 
in 1996, is weird even by The Clean’s 
formidable standards. Its 18 tracks 
include several brief, experimental- 
sounding instrumental digressions, № 
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Walter 
Smetak in 


his studio \ 


Ww 


WALTER SMETAK 


REDISCOV ERED 


Uncovering the underrated and overlooked 





Smetak/Interregno (reissues, 1974, 1980) 


Brazilian avant gardist’s curious sonic experiments 


WALTERSMETAK is one of those 
curious, genre-fluid figures 

who seem unique to Brazil: a 
conceptual artist and avant- 
garde musician, asculptor and 
ascientist, at once bafflingly 
highbrow and childishly 
lowbrow. Born in Zurich in 1913, 
the son of Czech parents, Smetak 
trained asa cellistin Salzburg 
and Vienna (even taking 

lessons from the great Pablo 
Casals) before moving to Brazil in 1937. He joined a 
symphony orchestra in Porto Alegre and, when it 








"Law o 


a 
ee Жа a more 


one Fall-like semi-electro clatter 
(“Chumpy”) and a whispered piano- 
backed fable called “Franz Kafka At 
The Zoo”. But there’s also plenty of the 
exquisitely tuneful, lyrically droll 
punk that should have made them 
astretch more famous. Also 
re-released by Merge is 2009’s 

Mister Pop, a more compact and 
approachable but nevertheless 
wondrously peculiar record of 
sumptuously lachrymose pop. 
Extras: None, though T-shirts are 
also available. ANDREWMUELLER 


BEVERLY GLENN- 
COPELAND 





KeyboardFantasies 

(reissue, 1986) 

TRANSGRESSIVE 

8/10 

Late-bloomingnew-age star's 

meditative masterpiece 
Keyboard Fantasies 
isthealbum that 
led to the monkish 
composer Beverly 
Glenn-Copeland being 
warmly embraced 


bya worldwide audience in 2018 
— when he wasin his early seventies. 
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7/10 


as “anthropophagic”. 


dissolved, spent the next decade 
freelancing in various Sao Paulo 
and Rio De Janeiro radio orchestras and dance 
bands (accompanying Carmen Miranda, among 
others). He joined a mystical association called 

the Brazilian Theosophical Society and became 
fascinated by the way in which Brazil’s melting pot 
thrived on cannibalising African, European and 
Amerindian cultures, a process described 


In 1957, Smetak was offered a job lecturing at 
the Federal University of Bahia and ran music 
workshops there until his death in 1984. Located in 
the multicultural city of Salvador, this university 


becamea crucible for experimentation in the 
1960s: it was where Tropicalia legends Caetano 
Veloso, Gilberto Gil, Raul Seixas and Tom Zé 
studied, all of whom (Zé in particular) fell under 
Smetak's spell. Smetak (who had some training 
asaluthier) also became notorious for creating 
his own junkyard instruments. These beautiful, 
colourful, slightly absurdist but entirely playable 
objects — created from PVC pipes, dried calabash 
gourds, electrical pick-ups and elements from 
discarded musical instruments – were sculptural 
works of art that also served to explore microtonal 
scales and unusual resonances. 

Smetak was 61 when he recorded his debut 
album. Smetak (released on Philips in 1974 and 

| co-produced by Caetano Veloso, 
now re-released on Buh Records) 
is a joyously insane collection of 
quizzical miniatures - burbling water 
noises, off-kilter bowed instruments, 
Ligeti-like discordancy, a babble 
of orchestral chirrups, the sound 
of grandfather clocks, wordless 
vocals harmonising with flutes, 
dainty snippets of Afro-Brazilian 
yitual percussion, all culminating 
with Smetak performing Bach's 
(piano) “Prelude In B-flat Major" on 
what sounds like a cello built from 
scraps. Six years later, in 1980, came 
Interregno, credited to Walter Smetak 

& Conjunto De Microtons. It’s a more 

immersive and self-consciously 

wayward set, with Smetak and seven 

other musicians playing microtonal 
scales on acoustic and electric guitars, set against 
scratchy effects and Yamaha organ drones, pitched 
somewhere between Derek Bailey, Glenn Branca 
and Captain Beefheart. 

“Тао not believe that Smetak had his function 
linked to the lay world,” says Gilberto Gil on his 
website. “He was an initiate and dealt witha 
new species, by a remote and difficult promise of 
redemption that is only available to radical art or 
the obstinate search; only within reach of those 
who decide to choose one of the oceans of doubt 
and dive into it.” JOHNLEWIS 






WA o á 
E ‘H Smetak with 


oneofhis 
“junkyard 
instruments” 





Now 76 and something ofa talisman 
for the modern-day New Age scene, 
he made Keyboard Fantasies in 1986, 
self-releasing a few hundred copies 
on cassette, most of which remained 
in his homein Ontario. He didn't 
expectanything to happen to these 
sparse, spiritual synthesiser pieces, 
peculiarly infectious though they 

are, and nothing did — after all, little 
came of the two albums he put out at 
the turn ofthe ’7os - until a Japanese 
collector came across a tape in 2016 and 
asked to reissue it. Glenn-Copeland’s 
sincerity and sense of melody give the 
deceptively simple “Sunset Village” 
and “Ever New” atimeless quality, 
though his use of Mac and Atari 
computers maroons “Let Us Dance” in 
the mid-'8os à la Kate Bush and Peter 
Gabriel. It is, still, a balm for the soul. 
Extras: None. 

PIERS MARTIN 


MARKKNOPFLER 
LocalHero OST (reissue, 1983) 


UMC/EMI 
8/10 


DireStraits mainmans solo 
debut getsthehalf-speed vinyl 
master treatment 








Recorded after three 
multi-platinum 

Dire Straits albums, 
Mark Knopfler's 
firstsoundtrack was 

| commissioned for 
Bill Forsyth's follow-up to Gregory's 
Girl and perfectly suited the 1983 Burt 
Lancaster vehicle's whimsical charms, 
somuch soit was recently transformed 
into a stage musical. The rowdiest 
moments are least fulfilling: “Freeway 
Flyer" suggests an amped-up but 
coasting Chet Atkins, while “The 
Ceilidh: Louis’ Favourite/Billy’s Tune” 
and “The Whistle Theme” are best 
enjoyed with the film. Saxophones 
turn “Boomtown (Variation Louis’ 
Favourite)” into muzak, too, but 
quieter moments linger, not least 

the Eno-esque “The Rocks And The 
Water” and “Stargazer”, while “The 
Ceilidh And The Northern Lights” 
reworks the main theme to magical 
effect. Gerry Rafferty lends his croon 
to the Dire Straits-like “The Way It 
Always Starts”, but for those seeking 
Knopfler’s more lucrative pleasures, 
Brothers In Arms is also now available 
as ahalf-speed vinyl master. 

Extras: None. 

WYNDHAM WALLACE 














JUNIOR KIMBROUGH 


First Recordings FATPOSSUM 
8/10 


Blueslegend's formative recordings 


ч 
m 






bluesman David 
“Junior” Kimbrough 
took a small band up to Memphis to 
cut a handful of tracks at American 
Studios. Capturing his pleading 
vocals and spidery guitarwork, these 
recordings show an artist already 
mastering avery particular and 
personal variation of the blues that’s 
deeply complex both rhythmically and 
emotionally. But Goldwax Records, 
his label at the time, deemed the songs 
too country, and it would be nearly 50 
years before they were finally released 
by Fat Possum Records in 2009. The EP 
has been expanded with the addition 
of two more songs from the same 
sessions: alternate takes of “Meet Me 
In The City” and “Feel So Bad”, which 
further demonstrate how Kimbrough 
could home in on the heart ofasong. 
Extras: 7/10. Extra tracks from original 
release. STEPHENDEUSNER 
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WOMACK 


The Poet/The Poet ll | 


BEVERLY GLEN/ABKCO 


8/10 


A fine reissue of (wo | 
career rejuvenating records. й 
By Richard Williams 





BOBBY WOMACK 
may not have been 

the leading poet of the 
greatest generation 
ofsoulsingers and 
songwriters — surely 

и Curtis Mayfield and 
Smokey Robinson had 
stronger cases - but 
that didn't stop him 
claiming the titlewhen 
he began a comeback in 1981. 

After solo success in the 
| 705 with hits including 
"Woman's Gotta Have It", "That's The Way I Feel 
About Cha”, “Harry Hippie" and the soundtrack 
to Across 110th Street, the career ofthe former 
Valentino had faltered towards the end of the 
decade, his music losing focus as he pursued 
aflirtation with country music that failed to 
emulate the success of Ray Charles' pioneering 
fusion almost 20 years earlier. 

Atthe start ofthe new decade, having lost his 
contract with United Artists and failed to make 
animpact with albums for Columbia and Arista, 
he signed with Beverly Glen, a new black-owned 
label founded by record executive Otis Smith, who 
had made his name by signing Rufus and Chaka 
Khan to ABC Dunhill several years earlier. With 
offices on Sunset Boulevard and amid rumours 
that the operation had been set up to launder 
drug money, the brief existence of Beverly Glen 
produced some fine albums, including Johnnie 
Taylor's brilliant Just Ain't Good Enough in 1982 
and Anita Baker's much admired debut, The 
Songstress, a year later. Before that, however, 
Womack had given the label a rocket-fuelled 
takeoff with The Poet, which restored his name 
to the top of the R&B charts. 

Recorded in LA, the album emerged ata 
time when soul music had taken a turn towards 
conspicuous opulence. Womack might not have 
seemed the most obvious contender in this new 
environment of aspirational lushness: he had 
avoice like a rusted-out '55 Chevy, allits shine 
and polish stripped away, which was why he 
had been one of Rod Stewart's early heroes. 
Every scratch and dent spoke ofa real life full 
ofturbulence and tragedy, which it certainly 
was. This contrastis what made The Poet so 
distinctive and immediately appealing. 

The first hit single, which nudged the 
R&B Top 50, was “Secrets”, an insistent mid- 
tempo song distinguished by basslines worthy 
of James Jamerson. But it was the second release, 
“If You Think You’re Lonely Now”, that hit the 
jackpot: written by Womack with the keyboard 
player Patrick Moten and the singer Sandra Sully 










































































Goodcall: 
Womack, 


Los Angeles, 
985 


| (a member of The Love Machine), it was a quiet- 


storm ballad with spoken interludes, treading the 
path pioneered by Isaac Hayes and followed by 
Teddy Pendergrass and Philippé Wynne, allowing 
Womack to improvise his more-in-sorrow-than- 
bitterness message on the subject of breaking up 
over a hypnotically repetitive four-bar pattern. 
Almostas potent was “Where Do We Go From 
Here”, another extended ballad, co-written 

with Jim Ford, who had provided Womack 

with “Harry Hippie", its lush backing voices 
arranged like a string section. 

Three years later, with Andrew Oldham and 
drummer James E Gadson joining Womack to form 
the production team, The Poet II added a second 
lead voice, that of Patti LaBelle, to the formula. 
Beginning with the distinctly upmarket ripple 
of Dorothy Ashby's concert harp, album opener 
and lead single *Love Has Finally Come At Last" 
paired LaBelle's swoops and Womack's groans 
in another hit, which was followed up by the 
similarly emotional “It Takes A Lot Of Strength 
To Say Goodbye", written by Chris Brubeck, 
son of Dave. Up-tempo tracks included *Tell 
Me Why", adancefloor favourite with sizzling 
synths and popping bass, and the infectiously 
loping “Surprise, Surprise", whose harmonica 
interjections harked back to the understatement of 


SLEEVE NOTES 





DISC ONE- THEPOET 3 Through The Eyes 

1 So Many Sides Of You Of AChild 

2 Lay Your Lovin On Ме 4 Surprise, Surprise 

3Secrets 5 Tryin To Get Over You 

А Just My Imagination 6 TellMy Why 

5StandUp 7 WhosFoolin Who 

6 Games 8I WishlHadSomeone 

7 If You Think You're То GoHome То 

Lonely Now 9 American Dream 

8WhereDo We Go Sass 

From Неге Producedby: Bobby 
Womack (The Poet); 

DISC TWO - THEPOET II Bobby Womack, 

1 Love Has Finally Andrew Oldham and 

Come AtLast JamesE Gadson 

2ltTakes ALot Of (The Poet Il) 

Strength ToSay Recordedat:Kendun, 

Goodbye Burbank;Hit City West, 


the Muscle Shoals recordings of a decade earlier. 
Thetwo Poet albums make a fine reissue 
package, although a definitive compilation 
would've included the acoustic demos released 
by Sequelin 1999 as a second disc to a selection 
of 15 tracks from the 1981-85 period titled The Best 
Of The Poets. Those demos included a particularly 
affecting voice-and-guitar version of “Surprise, 
Surprise" anda spellbinding 10-minute medley 
of “Gifted One”, “Where Do We Go From Here" 
and “If You Think You're Lonely Now”. 
There was also a third album, Someday We'll 
All Be Free, compiled in 1985 from out-takes and 
unfinished songs after Smith and Womack had 
fallen out, apparently over royalty payments. 
Beverly Glen's collapse sent the singer off into 
the last phase of his career, which included 
collaborations with Van Morrison, Damon Albarn 
and Stevie Wonder, with whom he recorded 
one bona fide classic: "Cousin Henry", an anti- 
war song released on Resurrectionin 1994, 20 
years before his death at the age of 70 following 
struggles with cancer and Alzheimer's. 
Remembered today with great affection, the Poet 
albums represent a peak in the career of a singer 
who started out as a child prodigy and ended up 
an elder statesman, and whose gritty soulfulness 
no amount of Hollywood gloss could suppress. 


Los Angeles Harry Kim (trumpet), 
Personnel: Bobby Fred Wesley, Thurman 
Womack (vocals, Green (trombone), 
guitar), PattiLaBelle Sidney Muldrow (French 
(vocals), David T Walker, horn), Wilton Felder, 
Courtney Sappington, Fernando Harkless 
RobertPalmer (guitar), (saxophones), Cecil 


Michael Wycoff 
(keyboards), Denzil 
Miller, Frank Hamilton 
(synths), Nathan East, 
David Shields (bass 
guitar), James E Gadson 
(drums), Fred Johnson 
(electronic drums), 
Eddie Brown, Paulinho 
da Costa (percussion), 
Dorothy Ashby (harp), 


Womack, Curtis 
Womack, Friendly 
Womack, Regina 
Womack, Kathy Bloxson, 
Luther Waters, Julia 
Waters, Maxine Waters, 
Oren Waters, Richard 
Griffin, Fernando 
Harkless, Johnny 
Parham, Jon Rami 
(backing vocals) 


NORMANSEEFF 
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FRANCISCOMORA 
CATLETT 


Mora! & Moral! Il raroutrecorpines 
9/10 


Rarelate- 80span-American 
sessionsfromalittle-known African- 
American/Mexican drummer 


Y ota: f Theself-released 


debut LP by Francisco 
Mora Catlett — 1986's 
Mora! - came after the 
Mexico City-raised 
= drummer had spent 
seven years in Detroit as a member 
ofSun Ra's Arkestra. Ata time when 
US jazz wasin thrall to the neo-bop 
revival, Mora's fusion of hard bop, 
samba jazz and pan-American world 
music sank without trace, and the 
(even more experimental) follow-up 
session wasn't even released. But this 
belated two-disc package showcases a 
prescient project that foreshadows the 
21st century's more globally minded 
Fourth World jazz. On tracks such as 
“Samba De Amor” and “Amazona”, the 
clatter of rainforest sounds and tightly 
synchronised Brazilian hand drums 
mesh with ecstatic horns and the Flora 
Purim-like vocals of Francisco's wife 
Teresa Mora; more ruminative tracks 
like the stately “El Moro" and “Cultural 
Warrior” give room for Mora’s crew of 
Detroit vets and teenage newcomers 
to shine. Extras: None. JOHNLEWIS 


THENIGHTINGALES 
Pigs On Purpose (reissue, 1982) 


CALLOFTHEVOID 


8/10 


Brummisfits eccentric debut 
we sedia toa(vinyl) double 


ALES This reissue follows 

256 the funny and 
affectionate King 
Rocker, asort-of 
rockumentary about 

м | Robert Lloyd's cultish 

flock, directed by Michael Cumming 
and written by Stewart Lee. The first 
(CD) reissuein 2004 expanded the 
original 13-song set with six additional 
tracks, but this remastered iteration 
pushes the total to a whopping 29. 
Pigs On Purposeis both ofits time and 
slightly outside it: nervy, high-tensile 
guitars, furiously rolling drums and 
Lloyd's flat vocal tone align it with 
post-punk but, at times, as on “Yeah, 
It’s OK”, it flips into a kind of proto-indie 
pop. More oddly, there’s the yawing, 
unaccompanied folk of “Well Done 
Underdog”, which Richard Dawson 
would surely applaud. Throughout, 
Lloyd’s eloquent lyrics hit their 
target with GPS-like precision. 
Extras: 7/10. A mix of demos, live 
recordings and singles from the same 
era. Crucially, they include terrific 
debut single “Idiot Strength”, not 
on the earlier reissue. SJARONO'CONNELL 


THEROOTS 
Do You Want More?!!!??! 
(reissue, 1995) росвесоврв 


7/10 


Breakthroughsecondfrom 
Philadelphiajazz-rap troupe 
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SSEMBLY is not the 
first Joe Strummer 
compilation of recent 


years - it follows the 32-track 
2018 collection Joe Strummer 
001."There's definitely a 
different idea with Assembly, 
says Lucinda Tait, Strummer's 
widow and executive producer 
of the set. "001 was conceived 
because we came across alot 
of archival material [for] the 
die-hard fans. But Assembly 
is a collection of Joe's better- 
known songs, which have been 
remastered to celebrate this 
part of his career.” 

Strummer's post-Clash years 
didn't strictly comprise a solo 
career. There was almost 








EN REVELATIONS Eum 
JOESTRUMMER 


Lucinda Tait, Strummer's widow, on the new compilation 


always aband, whether Latino 
Rockabilly War, The Pogues 
or Тһе Mescaleros. Joe was 
definitely a'band' man, says 
Tait. “He was a collaborative 
artist. The lyrics were his, but 
the musical influences came 
from everyone." 

Strummer would have been 
70 next year. Assembly is 
a potent and melancholy 
reminder that һе was nowhere 
near done. “He'd finished 
touring at the end of 2002," says 
Tait, “and he had gone straight 
into Rockfield Studios. The plan 
was to get [2003 s] Streetcore 
out. He was writing manically. 
He wasntresting onhis laurels 
at all." ANDREW MUELLER 














There was already an 
established dynasty of 
hip-hop groups mining 
jazz for the perfect 
break when The Roots 

! | rose to fame in the mid- 
905. Do You Want More?!!!??!, though, 
undeniably took the genre to the next 
level. The Roots weren’t averse to 
sampling, but they were alsoa virtuoso 
band who built their records from 
extended live jams. Questlove’s limber 
rhythms are the foundation, but just as 
key is Scott Storch, whose silky Fender 
Rhodes infuses “Proceed” and “Mellow 
My Man” with the sound of 1970s soul 
and funk. The lyricism is of a 1990s 
flavour but todayit’s anostalgic listen, 
one that’s aged with charm and grace. 
Extras: 9/10. This reissue, available 
digitally and as 3LP and 41Р sets, 

adds a wealth of bonus and unheard 
material, including remixes, alternate 
versions anda take on “Proceed” 
featuring Roy Ayers. 24-page booklet. 
LOUIS PATTISON 


THE SELECTER 
TooMuchPressure 
(reissue, 1980) cunvsaus 


7/10 


Coventry's other 2-Tone act's debut 
on кее d or half-speed vinyl 


300 From their 

= instrumental B-side 

ito The Specials’ debut 

“Gangsters”, which 
gave The Selecter their 
Зы iname, to therecording 
of *On My Radio" by a remodelled 
lineup centred on Pauline Black’s 
potent presence - both addictively 
strange, hooky records - the band 
crucially contributed to 2-Tone's 1979 











eruption. The musical limitations of 
rewiring ska with punk amphetamines 
can, though, befelton an LP rushed 
out straight afterwards. Stinging UK 
R&B guitar stands out on the likes of 
“Danger”, and “They Make Me Mad” 

is alert to middle-class condescension, 
buta routinely revved-up “Too Much 
Pressure” sums up the missed chance. 
Extras: 8/10. Singles, a Peel session 
and a gig at Tiffany’s in Coventry 
capturing The Selecter’s part in 

what Black calls “the recent 2-Tone 
takeover”, and her charisma, better 
than the LP. “This stage is too small,” 
she declares, unperturbed. “This 
place is too hot.” You can imagine. 
NICKHASTED 


AL STEWART 
Year Of The Cat: 45th 
Anniversa ry Edition cuerryrep 


8/10 


The Scottish troubadour's shining 
bid gets afreshpolish 


Released 10 years 
into a career whose 
prior highlights were 
anappearance atthe 
first Glastonbury and 

^ an18-minute-long 
oe und hitthat dared include 
the F-word, 1976's Year Of The Cat 
transformed an unabashedly wordy 
Glaswegian into one ofthe era's most 
inescapable musical presences. On the 
evidence of Cherry Red's 3CD/1DVD 
edition, the most striking reason for 
that turn is the plushness of the settings 
crafted by Stewart and producer Alan 
Parsons alongside Stewart’s band, 
Cockney Rebel’s rhythm section, and 
ace sessioneers like saxophonist Phil 
Kenzie. That Stewart’s choice of subject 







matter could be as esoteric as the 
16th-century naval battles described 
on “Lord Grenville” or the title track’s 
Casablanca-inspired intrigues hardly 
mattered when it was all married to 
such an impeccable merger of folk-rock, 
progressive pop and the smoothest 
sounds of the’7os. The highlights of 
Cherry Red’s new edition, the Parsons- 
supervised remaster and 5.1 surround 
mix add further richness and texture to 
what was already the aural equivalent 
ofan irresistibly cozy shag carpet. The 
mixis nearly as clean and well balanced 
forthe previously unreleased 1976 
performance in Seattle that offers many 
more pleasures on discs two and three. 
Extras:8/10. 68-page book, facsimile 
tour poster, postcards. JASONANDERSON 


JOESTRUMMER 
Assem bly DARKHORSE 
8/10 


Reintroductionto an overshadowed 
solocareer 





“а Pa Par By Strummers own 
© АА C admission, ittookhim 
ке те — adecentstretch ofhis 
| FEE post-Clash period to 
с БЕТІ c answer the question 
WA “дпа now what?". 
This pick. -and-mix ofhis solo career 
amply demonstrates that he got there 
eventually. Ifthere’s one thing uniting 
the tracks gathered on Assembly it's 
Strummer's rediscovery ofa pure- 
heartedjoyin making music, especially 
audible in the tracks recorded with the 
Mescaleros, from the zesty zydeco of 
“Johnny Appleseed” to the 101ers-style 
pubrock of *Coma Girl". Even when he 
revisits Clash material, on live versions 
of “Rudie Can't Fail” and “I Fought The 
Law” and an acoustic take on “Junco 
Partner”, Strummer sounds mostly 
like he’s having a total blast. However, 
Assembly cannot help prompt 
rueful contemplation of what else 
Strummer might have accomplished 
had he lived past 50: the plain lovely 
“Long Shadow” and “Sleepwalk” 
suggest regrettably under-explored 
possibilities as a balladeer. 
Extras: None. ANDREWMUELLER 


TAMEIMPALA 
Innerspeaker: 10th 
Anniversary BoxSet 
ISLAND/UMG 


9/10 


A 4LP expansion of KevinParker s 
dai blast off into the stratosphere 


ў Ten years ago, it was 
Ж laughably absurd 

^4 to thinka gloriously 
florid garage-psych 
project bornin a 
Perth bedroom would 
soon achieve global superstardom. 

Yet Kevin Parker’s sonic starbursts 
have enraptured an audience beyond 
the usual smattering о long-haired 
freaks, though it's the latter contingent 
who will be most spellbound by 

the treasures unearthed in the 4LP 
expansion of Tame Impala's still- 
stunning 2010 debut. The penchants 
for Hendrixian fury and Floydian 
languor that Parker otherwise » 
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THE 


James Brown & The 
JB'sliveinEastHam, 
London, March 1971 


FoodFor Thought/Doing It To Death/ 
Damn Right! Am Somebody 


PURPLE/CHERRY RED 


9/10 


The world’s funkiest band do it to death on 
two CD set of crowning glories 


SINCE no measurement device 
=» can calculate the full magnitude 
4 of what Bootsy Collins dubbed 
“The One”, we have no objective 
means of determining the 
funkiest music ever recorded 
by The JB’s, perhaps the funkiest band to ever 
strut across the Earth. Some experts point to the 
snaky line sketched by Fred Wesley’s trombone 
over the airtight groove in the final minute of 
“Pass The Peas”. Others favour the gale-force 
blast that opens “The Grunt” before the players 
lock into the rhythm that became a fundamental 
hip-hop building block. Of course, no discussion 
is complete without the formidable combination 
of squelchy cosmic slop and prime uncut funk in 
“Blow Your Head”. 

A highlight of the last of the three albums 
reissued in Cherry Red’s new 2CD set - 1972's 
Food For Thought, 1973's Doing It To Death and 
1974's Damn Right Ат Somebody - that last 
masterstroke is the most aptly titled song in the 
JB’s oeuvre. It’s also one of many testaments 
to the power and dexterity that James Brown 
demanded of his players. Since exacting 
fines and withholding salaries were often his 
way of keeping musicians under his control, 
Brown inevitably had to cope with mutinies 
like the one in March 1970 that compelled him 
to hastily enlist 
The Pacemakers, 

a Cincinnati group 
featuring the 
teenaged Bootsy 
and his guitarist 
brother Phelps 
“Catfish” Collins. 

Together with 
several players who'd 








been in and out of Brown’s fold since the early 
"бо - including Wesley and saxophonist Maceo 
Parker — this young crew became knownas The 
JP's. After an initial album for King was shelved 
(it was finally released in 2014), the band reached 
full flight as a recording act on Brown's new label 
People, with their boss often occupying the roles 
of writer, producer, organist and vocalist. 

The group's trio of instrumental hits — 1972's 
“Pass The Peas” and “Gimme Some More" and 
1973's million-selling “Doing It To Death" — 
remain unstoppable party-starters. Yet there's 
anarguably greater wealth to be discovered 
inthe accompanying long-players. For all the 
precision they developed as Brown sidemen, The 
JB's played with a looseness that was equally 
suggestive of Parliament-Funkadelic. Wesley's 
thrilling extemporising also situates much of 
this music closer to the era's post-bop jazz than 
tothestraight-up funk workouts on Brown's own 
albums. In an uncharacteristically generous 
gesture that acknowledged the trombonist's 
vital role, Brown listed Wesley as a co-writer on 
several songs on Damn Right I Am Somebody and 
even put his name on the cover. 

Annoyed by Brown's insistence on copping 
licks from the likes of David Bowie, Wesley left 
in 1975 to board George Clinton's mothership. 
Subsequent albums under the JB’s banner 
suffered from Brown’s 
awkward efforts to 
conform to disco 
dictates. Thankfully, 
the band had already 
exceeded its potential by 

delivering some of the 
freest and most exciting 
music of Brown’s career. 
JASON ANDERSON 





carefully constrained on the original 11 songs 
get much freer rein on instrumental versions 
of "Why Won't You Make Up Your Mind" 

and “It Is Not Meant To Be". Even they seem 
conservative compared with the contents 
ofthefourth LP: a spellbinding 20-minute 
collage ofideas and demos, and “Wave House 
LiveJam", asprawling, ever-undulating 
18-minute instrumental that may be far 
messier than anything else Parker has ever 
officially released yet still demonstrates his 
burgeoning mastery ofthe principles of flow, 
tension and release. 

Extras:6/10. As well asthe aforementioned, 
there's a 40-page booklet. JASONANDERSON 


ALIFARKA TOURÉ 
AliFarka Touré (reissue, 1984) 


WORLDCIRCUIT 


9/10 


TheRed Album back onvinylfor the 
firsttime sincerelease 


_ Touré bought his first 
J acoustic guitar in Bulgariain 
ay the late 605, butit took until 
a this 1984 record for his music 
to flow back to Europe. Later 

l л albums, suchas Talking 
Timbuktu and Savane, were more lavish 
affairs, butthe best place to hear his stunning 
playing - drones intertwining with staccato, 
bluesy flourishes — is still here. The sessions 
at Bamako's Radio Mali studio captured 
Touré and percussionist Hama Sankare 
live with just two microphones, and this 
stripped-down feel is the key to ‘Red’’s magic 
-it sounds at once ancient and completely 
modern, the Pink Moon of western-embraced 
Malian music. Ofits eight tracks, “Ali Aoudy” 
shows off the pair’s skill with a lopsided 
groove, but the joyful *Chéri" is the classic. 
Extras: None. TOMPINNOCK 


NAT TURNER REBELLION 
Laugh ToKeepFromCrying 


PHILLY GROOVE 


9/10 


Philly Soulprotest pioneers finally rise up 


Named after a bloody 

1831 slave rebellion, and 

| disbanding after baritone 
Bill Spratley pulled a gun 
on co-founder Joseph 
Jefferson backstage in 1972, 
Nat Turner Rebellion rarely avoided trouble. 
Infact, this *debut' didn'tappearuntil 2019's 
Record Store Day; the tapes from which it 

was compiled had long been confined to 
Philly Groove's archives after disagreements 
with label boss Sam Watson. Their patron 
missed a trick — with the title track they'd 
crafted a classic of psychedelicfunk, complete 
with doo-wop flourishes and a chorus built 
around a mocking laugh. Ifthis weren't 
eclectic enough, *Fat Back" combined James 
Brown yaps with Jimi Hendrix guitars, 
“McBride’s Daughter" was as smooth as The 
5th Dimension, the harmonies and fuzz guitar 
on “Love, Peace & Understanding” recalled 

— inevitably — Mayfield-era The Impressions, 
and “Can’t Go On Loving” offered Otis 
Redding heartbreak. “We wanted to be Sly,” 
Jefferson once said, but they settled for more. 
Extras: None. WYNDHAM WALLACE 


THE VACCINES 
What Did YouExpectFrom 
The Vaccines? (reissue, 2011) 









COLUMBIA 


Nat TU 
Rebellion 
SL LE. 





7/10 


Sprightly, serviceable debut 
celebratesits first decade 


Dropping at the 
tail-end ofa period 
that saw legions of 
guitar-toting indie 
bands showered 
with hyperbole by 
the music press, the hotly anticipated 
debut from The Vaccines didn't quite 
reshape the mould of British pop. 
Whatthe west London foursome's 
first LP did reveal was a penchant 

for writing tight hooks and neatly 
arranged indie dancefloor fillers. This 
rollicking, energetic record may not 
have upset quite as many apple carts 
as some had hoped, yet its songs have 
endured. Takethe gothy teen drama of 
“Post Break-Up Sex”, the knockabout 
folk-punk of “Nørgaard” or indie club 
staple “If You Wanna" - all of which 
remain enjoyable yet inoffensive 
listens. The Vaccines’ avoidance of the 
self-mythologising of many of their 
contemporaries is laudable, though 
some may find these subtext-free 
earworms а tad superficial. 

Extras: 6/10. 10th-anniversary edition 
on limited-edition solid pink vinyl; 
download coupon for 10 unreleased 
demos from the era — often more 
tantalising than the finished 
products. ANDREWPRICE 


VARIOUS ARTISTS 
LondonPirate Radio 
Adverts 1984-1993, 
Vol 1 and Vol2 


DEATHISNOT THEEND 


8/10,8/10 


Era-evokingradio commercials 
fromtherave age 

Music's ability 
totransportthe 
listener to another 
time or placeis 

well recognised. 
Butinfactit's 

often advertisements that give an 
unparalleled insight into the fashions, 
habits and preoccupations oftheir era. 
Thesetwo volumes, compiled by the 
small-press label and radio show Death 
Is Not The End, pick through a decade 
of London pirate radio transmissions 
andexcise the music, leaving just the 
cheap and cheerful commercials and 
idents. A procession offast-talking 
hustlers shout out under-18s discos, 
premium datelines, school reunions 
andthe video shop on Dalston's 


THE TACCINES 


- 














Kingsland High Road (*y' know, just 
opposite the rice and peas"), their 
voices adorned by basic FX and tinny 
breakbeats. It's great fun, of course, but 
it feels like more than that, too. Taken 
as a whole, the two volumes feels like a 
social history of London life, as lived by 
some of those living it the hardest. 
Extras: None. LOUISPATTISON 


VARIOUS ARTISTS 

If Had A Pair Of Wings: 
JamaicanDoo Wop, Vol3 
DEATHISNOT THEEND 


8/10 


Sweet nsoulful Caribbean sounds 


Those smart folks over 
at Death Is Not The 
End have gone and 
done it again with this 
third and (alas) final 
collection of sweet-as- 
sugar doo-wop numbers from late-'50s 
and early-'60s Jamaica. With ska just 
around the corner, Jamaica worked up 
its own beautiful versions of doo-wop 
numbers ready to play at dances, rather 
thanlooking to America for singles 
toimport. There are some big names 
here, including Jackie Edwards doing 
the gentle "Never Go Away", Derrick 
(Morgan) & Patsy's grooving “Crying In 
The Chapel", and everyone's favourite 
heartbreaker Alton Ellis on Alton & 
Eddie's beautiful "My Heaven". Have 
acocktail and a sway, andif you can't 
get enough, revel in the fact there are 
two other volumes to dance to. 

Extras: None, though itis available on 
limited-edition vinyl and cassette. 
HANNAH VETTESE 


VARIOUS ARTISTS 
LaOlalnterior: Spanish 
Ambient & Acid Exoticism 
1983-1990 


BONGO JOE 


7/10 


TrippinginSpainspost-Franco 
аады underground 
Despite the 
opening ethereal 
drone of Miguel A 
Ruiz’ "Transparent", 
don't be fooled by the 
an ~ title of this 20-track 
collection. There may be recognisably 
‘ambient’ music here in the sense 
that Eno defined it - Luis Delgado's 
meditative “El Llanto De Nouronihar' 
the slow-motion phased crescendo 
of Suzo Saiz’ “Horizonte Paseo”; the 
New Age flutes of Jabir's “Vuelo Por 
Las Alturas De Xauen” — but there’s 
even more ‘acid exoticism’, some 
of it dissonant, most of it inventive. 
The term — coined by critic Loic Diaz 
Ronda, compiler of 2018’s La Contra 
Ola: Synth Wave And Post Punk From 
Spain 1980-86 — successfully signifies 
a hallucinogenic, ‘ethnic’ composite 
championed in a predominantly tape- 
based culture, with Orfeón Gagarin’s 
“Ultima Instancia" full of squelching 
synths, and Esplendor Geométrico's 
“Sheikh” spotlighting muted bass 
drums and Middle Eastern wails. 
Most revelatory are Madrid trio Finis 
Africae, who fuse eastern, African and 


Mediterranean sounds on two tracks. 
Extras: None. WYNDHAM WALLACE 


THEWHO 





TheWhoSellOut 

UMC/POLYDOR 

9/10 

Super Deluxe 5CD edition of their 

1967/popartmasterpiece 
Caught between 
nostalgia for the 
recent past and 
the new dawn 
of experimental 


psychedelia, The 
Who's third album, released post- 
Monterey, manages to embrace both in 
spectacular fashion. The Who Sell Out 
is linked by spoof adsin the tradition 
offast-disappearing pirate radio, while 
Pete Townshend's songwriting reaches 
deeper and wider with the unveiling 
of leftfield gem “Sunrise”, celebrated 
pocket opera “Rael” and the mighty 
“I Can See For Miles”. The band's 
playful spirit also means it carries 
its conceptual weight lightly. 
Extras: 9/10. Four discs of single mixes, 
alternate takes - among them oddities 
like “Early Morning Cold Taxi” (written 
by Roger Daltrey and Who roadie Dave 
Langston) – and previously unheard 
Townshend home demos that include 
a dashingly great "Jaguar" and Tommy 
pre-echo “Glow Girl”. ROBHUGHES 


TAMMY WYNETTE 

Only Lonely Sometimes/ 

Soft Touch/GoodLove And 
Heartbreak/Even The Strong 
Get Lonely CHERRY RED 


7/10 


First CDrelease for four of the 
country queen's early- 80s albums 


т AM MY WY N ЕТТЕ The periodi in which 

these albums were 

| released - 1080-1983 
7 - 15 generally recalled 

- asanebb tide for 

£ Wynette. Though her 

position as country’s reigning monarch 

was unquestioned, the records were 

earning diminishing returns, and 

she was plagued by health problems. 

Nevertheless, much about this period 

is worth revisiting. The pick of this 

quartet is Only Lonely Sometimes, the 
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COMINGNEXT 
MONTH... 


heres abunch of 
т 2 May releases 

for us to check out next 
time, from Paul Weller's Fat Pop 
Volume 1 and Marianne Faithfull 
& WarrenEllis's She Walks In 
Beauty to Rose City Band's Earth 
Trip andlceage's Seek Shelter. 
Thereare also promising LPs 
from Reigning Sound, Mdou 
Moctar and ToumaniDiabaté 
& TheLondon Symphony 
Orchestra. Archivally speaking, 
there's Cans stellar Live In 
Stuttgart 1975, SunRa's 
Lanquidity, reissues from 
the underrated Seefeel and 
aloadof other prime cuts yet 
tobe announced. 


EMAIL: TOM.PINNOCK@UNCUT.CO.UK 
Eccc Анин хк ee ee 


only one produced by Billy Sherrill, 
the Nashville producer who sculpted 
monumental arrangements of 
lachrymose strings for generations of 
country balladeers. The versions of 
Bob McDill’s “Starting Over” and the 
Waylon Jennings hit “Come With Me” 
capture the defiant strength and fragile 
vulnerability that Wynette always 
wove into her best performances. 

The other three albums, all produced 
by Wynette’s fifth husband George 
Richey, are less consistent, but have 
their moments: “It’s The Goodbye 
That Blows Me Away” from “Good 
Love And Heartbreak” perfectly 
encapsulates Wynette’s singular gift 
for wringing operatic melodrama 
from everyday disappointment. 
Extras: None. ANDREWMUELLER 
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URING the Super Bowl back 

in February, Bruce Springsteen 

starred in his first ever television 

commercial, a solemn clip called 

“The Middle" that found him 

driving a vintage Jeep through 
rural Kansas. Over shots of empty plains and 
close-ups of sturdy automotive parts, he 
pontificated about Middle America and the 
rapidly eroding political and cultural middle 
ground. “We need that connection,” heintoned 
solemnly to American football fans. “We need 
the middle. We just have to remember the 
very soil we stand on is common ground." 

To soundtrack this mythic Centre, 
Springsteen and producer Ron Aniello 
deployed a faint shimmer of pedal-steel, 
performed by guitarist Greg Leisz, which 
suggested both a vast expanse of prairie as well 
as afixed perspective from which to view it. 

















| This sound is new in the Boss's oeuvre but it's 


not without precedent, recalling the ambient 
tape hiss on Nebraska and the soft bed of 


| synths that buoys much of The Ghost Of Tom 


Joad. It’s intimate and quiet, personal yet 
public, much like the clip’s message. 

The commercial - and more specifically the 
music — resonated with Luke Schneider, a 
Nashville-based player who has backed Margo 
Price and Orville Peck. *It's easy to see why this 
soundis being used to evoke feelings of placid 
nostalgia,” he says. “The Boss is pleading for 
a de-escalation of bitter divisiveness, and 
the pedal-steel guitar, a uniquely American 
instrument, fits asatranquil soundtrack to 
his words. Perhaps this suggests that the 
pedal-steel, especially in the hands of a master 
player such as Greg Leisz, is aninstrument 
with wide appeal - to woke socialists and 
QAnon Trumpists alike!" 





Or, as hisfriend and occasional collaborator 
William Tyler puts it, “Who would have thought 
ambient pedal-steel would be a flex cultural 
move in 2021?" 

That Jeep clip has been the most prominent 
example of a style of music currently enjoying 
renewed interest. It goes by different names: 
ambient Americana, cosmic pastoral and even 
kosmische pastoral. Whatever you call it, the 
music takes the sounds and instruments long 
associated with US roots music – pedal-steel, 
as well as acoustic and electric guitars, fiddle, 
banjo, mandolin, harmonica, even the harp 
– апа applies them to ambient, drone and 
experimental soundscapes. It's music that 
evokes people and places not through lyrics, 
melodies or rhythms but through sustained 
notes suggesting a vast star-strewn firmament 
overhead and dusty terrain underfoot. It is, 
inasense, the *very soil we stand on". » 


Marielle V Jakobsons: 
contemplating ‘the 
spiritualpracticeof 
making music” 
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Daniel Lanois, a pioneer of pedal-steel, sees 
something in this new scene that reminds him 
of working on a series of ambient albums with 
Brian Eno. “Hardship is with us these days. This 
isinstrumental music that has a lot of spirit in it 
and can really take people on a journey without 
bashing them over the head with beats and all 
that. I’m happy to be part of that wave. We never 
intended for things to go that way but sometimes 
you just catch one." 


N this unlikely pairing of ambient and 

Americana, ofthe ethereal and the earthy, 

an emergent wave of artists has found new 
frontiers – or, at the very least, a patch of open, 
underexplored country. It's a far-flung scene, 
to be sure, with outposts in LA, Chicago, 
Nashville, Baltimore and Sheffield, UK. 
But what these artists have in common is а desire 
to traipse through this unusual landscape and 
see what’s on the other side of that far butte. 
Their music conjures dark corners of the 
American wilderness, even ifit’s written and 
recorded in big cities. 

“The irony of SUSS is that we’re making 
country music in New York City,” says the band’s 
guitarist Pat Irwin. “Butit’s not an affectation. 
Its not nostalgia. It's morelike an examination 
ofspaces and images." On three albums that are 
as sophisticated as they are evocative, SUSS play 
ambient cowboy songs that are packed with 
lonesome harmonica solos and tremolo-warped 
guitar riffs. Occasionally you can hear a train 
running through their songs, although it's not 
the engines Johnny Cash and Jimmie Rodgers 
sang about. It's the 7 train, which runs from 
Manhattan through Queens. 
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SUSS coalesced around a circle of friends and 
local music veterans. Irwin, for example, studied 
with John Cage in the 1970s, started performing 
in New York's no-wave scene, spent nearly two 
decades as a touring member of The B-52s, and 
currently composes for film and television. He 
and therest of SUSS didn't set outto play ambient 
music but arrived at that destination organically. 
“The music that you hear is what we all have in 
common,” he says. “It wasn’t premeditated or 
deliberate. It’s more like we just started composing 
together. There's a thrill in being a band and just 


THIS MUSIC CAN 
REALLY TAKE 
PEOPLEONA 
JOURNEY" 
DANIEL LANUIS 





moving air together. I’m not a young person 
any more, so this is really precious.” 

Like SUSS, most of these artists took circuitous 
routes to ambient Americana. Luke Schneider 
remains a busy sideman in Nashville but his solo 
music was inspired by his obsession with private- 
press New Age music (and in particular the 2013 
compilation I Am The Center). Baltimore ambient 
act Buck Young were punks and noisemakers 
until they found new inspiration in twangy 
atmospheres. Others, like William Tyler and 
Hayden Pedigo, were part ofthe American 





Spacecowboy: 
Ватеапо!$ 


Primitive revival. North Americans started as 
anoutlet for guitarist Patrick McDermott's noisy 
soundscapes but gravitated toward twangier 
and more ambient sounds - a trajectory that 
culminated with the addition of pedal-steel 
player Barry Walker Jr to the lineup and the 
release of their 2020 album, Roped In. 

Most of these artists have been experimenting 
with ambient Americana palettes for years, but its 
sudden resurgence has led some to wonder if it 
might bea form of escapism, a means of tuning 
out a noisy world. “It’s interesting how since the 
beginning of quarantine there's been a migration 
away from cities,” says Schneider. “I think either 
consciously or subconsciously, a lot of people are 
searching out instrumental music that is organic 
and not particularly synthetic-sounding or 
glitchy. That has its place, but I think there are 
folks who want to meditate with more organic 
sounds. These artists are incorporating the 
instrumentation of rural America, which I think 
signifies a desire to unplug, to simplify, and 
maybe at the same time to connect with the 
universe in a vast kind of way.” 


OWBOYS in space. That’s what inspired 

Daniel Lanois to haul out his old pedal- 

steel when he was recording with Brian 
Eno in the early 19805. “I made a record with him 
called Apollo and it was meant to be a soundtrack 
for the Apollo space mission,” he recalls. “It had 
abit ofa twang to it, the music we made, because 
some of the astronauts were from the South. They 
were listening to country music while they were 
up in outer space. So I said to Eno, ‘Listen, I’ve 
got my steel guitar in the closet here. What if 
we dig that out and play it on a few songs?" 


North 

Americans: |. сін, 
“chemistry i > 5 
apparent” 





One of the songs Lanois played on was “Deep Blue 
Day”, which sets his celestial streaks of pedal-steel 
to burbling rhythms that evoke a sense of cosmic 
weightlessness — as though you're floating in space 
alongside those cowboys. It has enjoyed a long life, 
thanks in part to its use in thetoilet-diving scenein 
Trainspotting and more recently as the foundational 
text for the current ambient Americana movement. 
For Lanois, it was the culmination ofa long period 
of focused, blindered concentration: “We were just 
living this textural music for about three or four 
years, and we made beautiful records together. We 
believed in what we were doing. I did nothing else 
for those three or four years. I was just completely 
devoted to Brian Eno’s vision.” 

The pedal-steel was developed in Hawaii 
and imported to the continental United States in 
the 1920s. There, it gradually became associated 
with country & western music, thanks to skilled 
Nashville session players such as Lloyd Green and 
Buddy Emmons. They were innovators, recording 
jazz albums on pedal-steel and even playing on 
rock records. Tom Brumley even laid some of the 
groundwork for the burgeoning cosmic pastoral 
genre on Buck Owens & The Buckaroos' 1969 
song “Moonlight On The Desert”. 

Artists such as Lanois and BJ Cole and especially 
Susan Alcorn helped to carry some of those twangy 


associations into new settings. After playing in country 
bands, Alcorn found herself gravitating toward Indian 


and Bulgarian music, jazz and tango, Piazzolla and 


Messiaen. “I felt like I wanted to express that the pedal- 
steel guitar in its own right is a thing of importance,” she 
says. “It has its own song to sing and an endless amount 


of things to discover in it. I have noticed that there are 


younger players who are more open-minded musically, 


who came up when a lot of different kinds of music 
were more readily available. I’m happy to see that. 
It’s something that I always hoped would happen." 
The pedal-steel, Lanois and Alcorn will readily 
admit, is notan easy instrument to play. It has multiple 
sets of strings, not all of which have frets; there are 
levers you work with your knees and pedals you press 
with your feet. “There are some days when I want to 
throw itin a lake," says Schneider. “It’s so hard to tune 
and there are so many moving parts that can go awry. 
Its heavy and cumbersome. It's unwieldy to tour 
with. But it pays off." Despite being so ungainly, the 
instrument offers Schneider unlimited possibilities 
for experimentation, which he explores on his solo 
debut, 2020's Altar Of Harmony. “The more І started 
to get boxed in with country music, the more I had 
to colour in certain lines every night, the more I was 
inspired to get weird and go into outer space with 
it. It’s a path that has no end so far.” 
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BRUCE | RY COODER 
LANGHORNE ` PARIS, TEXAS OST (1984) 
THE HIRED HAND | Toscore Wim Wenders’ 
SOUNDTRACK (1971) | culttravelogue abouta 
Langhorne, long ; man wandering the desert 
rumoured tobe the | insearchof family andidentity, 
inspiration for Dylan's | Ry Cooder deconstructedBlind 
"Mr Tambourine Man", | Willie Johnson's Dark Was The 



































composed the austere 
score for Peter Fonda's 
1971 western The 
Hired Hand, abouta 
cowboy whoreturns 
home after years of 
wandering the range. 


| Night, Cold Was The Ground". 

| Heplaysthebitsandpieceson 

| slide guitar, accompanied by 

| David Lindley and Jim Dickinson, 
‚ andcraftsamasterpiece of 

‚ arid, aimless melancholy.9/10 


! BRUCEKAPHAN 


Itsaquietly subversive | 

reimagining of western ` SLIDER: AMBIENT 
soundtracks, using ' EXCURSIONS FOR PEDAL- 
guitar, banjo, fiddle | STEEL GUITAR (2001) 


andevensitar not to 
capture the grandeur of 
Monument Valley but to 
¢reate intimate, life-size 
backdrops.9/10 


BRIANENO 
APOLLO: 
ATMOSPHERES & 
SOUNDTRACKS 
(1983) 

1Zero-gravity country 
music, Enocalledit. 
For their most popular 


| Kaphanintroducedthe 

| pedal-steeltoindie rock in 

| thelate 1980s as a member 

| of American Music Club, and 

‚ since then has played with 

|. REM, David Byrne and John 

| Lee Hooker. Onhis solo debut, 
‚ released onlegendary New 

| AgelabelHearts Of Space, he 
| showcases ahighly melodic 

‚ playingstyle with detailed 

| ambient textures drawing 

| fromEasterninfluences. 8/10 


collaboration,Enoand | SUSAN ALCORN 

DanielLanois added ‚ ANDI AWAIT THE 

atouchoftwangto ‚ RESURRECTION OF THE 

= their ambient | PEDAL-STEEL GUITAR 
Soundscapes, ; (2006) 


ùll the better to 
soundtrack a film 
about the Apollo 
space mission. 
"DeepBlueDay" 
remains their most 
popular track, but 
Lanois pedal-steel 
soundslike shooting 
starson Always 
Returning. 10/10 


| After cuttingher teeth in 

' country bands, Alcornhas 

| takenthepedal-steeltonew 

| places, andher 2006 album 

‹ may beher most adventurous. 
' She opens with a meditation on 
| acenturies-old Buddhist text, 

| reinterprets Olivier Messiaen 

| onthei5-minute title track, 

; andends with ajaunty cover 

‚ of'Volaré". 8/10 


HUCKJOHNSON knew he was on to something 

when he fell asleep listening to his own music. 

Several years ago, the Oakland-based guitarist 
had been experimenting with pedal-steel and had 
recorded a set of songs that he called Balsams, which 
would become a primary text for cosmic pastoral 
music. *Iwas working with this idea that each track 
was a kind of balm - a way of finding some respite. I 
was doing a lot of touring at the time and was оп 
airplanes alot. Ifound I could listen to it and it would 
relax me and put me to sleep on the plane. I'd never 
been able to listen to my own music that way before." 

Balsams marks a departure from Johnson's previous 

records, which featured his agile fingerpicking in a 
full-band or guitar soli setting. His pedal-steel work, 
however, was full of drones and sustains, sweeping 


passages of chords that unfurledataglacialpace. № 
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MarielleV п 
Jakobsons 


AMBIENT AMERICANA 


You could hear the subtle and 
sophisticated underpinnings of 
chord progression and implied 
melody — or you could fall asleep. 
“I think that’s a compliment. You 
go listen to your own recordings 
in the car or on your home stereo, 
check your mixes like you would 
any other recording project. But 
to really test it out, you have to 
fall asleep to it.” 

For others, it’s not so 
much about falling asleep but 
encouraging meditation and 
achieving a kind of physical and 
spiritual balance - qualities that 
harken back to this music's roots 
in New Age. That term has long 
been an insult, redolent of 
healing crystals, purple auras, 
and self-serious Windham Hill 
artists. But this new generation 
of ambient artists doesn’t view 
New Age asa pejorative. Instead, 
it’s seen asa starting point 
towards loftier pursuits. 

“Twas achild of the '80s, 
when everybody hated New 
Age cheese,” says Marielle V 
Jakobsons, who has released a series of ambient and 
experimental albums as amember of Date Palms and 
more recently as asolo artist. (She’s also one-half of 
the excellent duo Saariselka, with Chuck Johnson.) 
“And here I am making my own cheese now! That's 
something I’ve thought about a lot over the past few 
years — the spiritual practice of making music. What 
do I want to bring into the world? Га love for people to 
heal together, to experience the beauty and wonder 
in the world, and I think music can help bring us to 
that place, as cheesy as that might sound.” 

“One of the reasons I believe deeply in instrumental 
music is that I’ve done music-therapy work on both 
ends of it,” says William Tyler, who admits that his 
most recent album [Music From First Cow] was ап 
attempt to make a Windham Hill record. “I’ve done 
psychedelic drugs. I’m interested in the way music 
can be used as a backdrop for some pretty healing, 
transformative experience. Thereis always space for 
more meditative music, asIthink people are wired to 
receive it differently than they receive lyrical music." 

None of these musicians fit the beatific New Age 
stereotype - although Luke Schneider sells his own 
brand of incense. When he recorded Altar Of Harmony, 
he was determined to create every sound on his trusty 
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"LIGHT A FIRE, 
PUT THE 
RECORD ON, Irwin. *ButIdon't want to push 
CHILL HARD 

LUKE SCHNEIDER 





pedal-steel. But he was equally 
determined for his music to have 
a beneficial impact on the 
listener. “There’s something 
beautiful about creating music 
for relaxation, for alignment, 

for presence, and just trying to 
share that with whoever might 


music but I'm not trying to make 
itinaccessible or so spaced out 
that you can't sink your teeth 
into it. My intention was: light 
afirein your fireplace, put the 
record on, smoke a joint, and 
chill hard." 

For SUSS, the goalis simply 
to transport the listener, to take 
them somewhere new, to push 
the boundaries of their music 
but to take the listener along for 
the journey. “I know this music 
isn’t for everyone,” admits Pat 


anyone away. I want them to be 
engaged. I want them to think 
the music is beautiful. I want 
to sweep them away.” 


MBIENT AMERICANA is cresting in popularity 
A ata moment when listeners are looking 

for opportunities to meditate and chill, as 
Schneider might put it, extremely hard. That sweeping 
pedal-steel or that heavily reverbed harp promises 
to transport you out of your home to someplace new. 
Maybe it's the desert of William Tyler's *New Vanitas" 
EP orthe Appalachian forests of Sarah Louise's 
psychedelic Earth Bow – wherever you go, it's 
someplace new. An escape. 

Butthis music has deeper roots than the past year or 
so, with many of these artists working in or towards 
this vein for the better part ofthe 2010s. Some have 
beenatitfor decades, even. When Patrick McDermott 
co-founded Driftless Records nearly a decade ago, for 
example, he found success with a series of ambient 
compilations but remembers that not everyone was 
receptive. “We got made fun of for being an ambient 
label. Even then it felt like max saturation, but here we 
are.” Still, with the number of ambient artists – and 
especially the number of ambient Americana artists 
— steadily increasing, he believes there’s still room for 
new artists with new perspectives, even if they’re just 
recording in their bedrooms. “The more make this 
kind of ambient music, the more I feel like there are all 
these interesting crevices and nooks left 
to explore. So I hope when folks connect 
toit, there’s still this familiarity coupled 
with a strong sense of mystery." 

For most of these artists, cosmic 
pastoral is just one corner of a larger 
catalogue, one aspect of a wide-ranging 
approach to reassessing traditional 
music. They'vetaken winding routes to 
getthere but understand it's a stopover 
оп а longer journey. “This music is 
a starting point,” says fellow North 
American Barry Walker Jr. “It’s a 
signpost rather than a destination. 

It’s all part ofa process. As an artist 
you always feel like you’re looking 
farther ahead than you can see." © 


need it. I’m making experimental 





Deep thinker: 
Pauline 
Oliveros, 
June 2012 


TUNING 
INIOA 
MOMENI 


Deeplistening and 
cosmic pastoral 


AULINE OLIVEROS had already 
Эа herself as one of 

the mostimportant avant-garde 
composers of the 20th century long 
before she developed the concept of 
deeplistening, but thatidearemains 
arguably her most prominent legacy. 
As she wrote inher 2005 book on the 
subject, Deeplisteningis listening 
in every possibly way to everything 
possible to hear no matter what you 
аге doing." That practice dovetails 
with ambient music, which invites 
(but doesn't demand)close attention 
andintense immersion, andit's proved 
especially influential to cosmic 
pastoral artists. 

Susan Alcorn met Oliveros in 1990 
and thenext year attended one of 
her first deep-listening retreats in the 
Sangre de Cristo Mountains of New 
Mexico. It was a profound experience, 
especially for anartist desperate to 
leave behind country music and find 
new applications for pedal-steel. "She 
hada very holistic and wide-ranging 
view of whatmusicis, and that freed 
me from thinking about notes. | started 
thinking more about sound, and 
because of her | started playing solo." 

"Deeplisteningis atits core a 
mindfulness practice, butit's also 
something that trains you as a musician 
tobeinthemoment, says Chuck 
Johnson, who studied with Oliveros 
at Mills College in Oakland, California. 
"Justlisten to what's happeningin the 
moment, whether it's music being 
made or anything else. It's sound 
as a way totuneinto a moment.” 

lt wasmoments suchas these 
through which Marielle V Jakobsons 
was able to connect to alarger 
musical community that continues 
to practise those deep-listening 
techniques even after Oliveros died 
in 2016. Pauline gave us permission 
tojustbe - to bein a place, to bein 
nature, to be in a community. Га 
never considered that art before." 






ON 
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A guide to this 
month s special 
compilation 


1. SUSS 
Drift 


Our roadtrip through 
the cosmic pastoral 
landscape begins 
with this nocturnal 
tune from the New 
York band SUSS, who evoke an 
empty desert on “Drift”, from 

last year’s album Promise. Pat 
Irwin’s soaring guitar parts 
mingle with what sounds like 
cicadas in the brush. 


2. STEVE GUNN 
Way Out Weather 
pum Steve Gunn may 
six: be better known for 
0 his folk- and rock- 
54: oriented albums than 
С forhisforays into 
ambient music, but the title track 
to his 2014 album is all vibe, with 
smears of pedal-steel morphing 
into a crisply picked guitar theme. 


3. WILLIAM TYLER 








Four Corners 
William Tyler's 2020 
EP *New Vanitas" 
ИМ oravitates toward the 
spacey, especially on 





its fourth track ,“Four 
Corners". Inspired by the spotin the 
southwestern United States where 
the borders of four states, Colorado, 
Utah, Arizona and New Mexico, 
come together, it uses a gently 
burbling beat to anchor a free- 
floating guitar riffto Earth. 


4. MARY LAT TIMORE 


Sometimes He's In 

My Dreams 

Los Angeles-based 
solo harpist Mary 
Lattimore travelled 
halfway around the 
world to record her 
excellent 2020 album Silver Ladders 
in Cornwall, with Slowdive's Neil 
Halstead producing. Her plucked 
notes on this standout song sound 
like stars forming a constellation of 
amelody. 




















Featuring 
Steve Gunn 
Michael Chapman 
Mary Lattimore 
William Tyler 
Chuck Johnson 
North Americans 
Mike Cooper 

| Sarah Louise 

un -- 


^, ...and more 


| 5. NORTH AMERICANS 


SHS Dipper 
a . = Formerly a solo 
'* ."projectfor guitarist 
=e Patrick McDermott, 
North Americans 
3 became а duo with 


| the А of pedal-steel player 
| Barry Walker Jr. Their chemistry is 


apparent on this loping trail song 


| from 2020’s Roped In. 


6. ANDREW TUTTLE 


Hilliard Creek, Finucane Road 
. The Australian 
guitarist based the 

| songs on his recent 
album Alexandra 

_ on his suburban 
hometown, which is changing with 
intensified exurban sprawl. Chuck 
Johnson joins him on this song, 
adding pedal-steel to his banjo. 






7. MARIELLE V 
 JAKOBSONS 
Star Core 


Bay Area multi- 
instrumentalist 
Jakobsons mixes the 
synthetic with the 
organic. “Star Core", 
the title track from her 2016 solo 
album, creates an otherworldly 
atmosphere with zero-gravity 
fretless bass and muted vocals. 


8. MICHAEL CHAPMAN 
Caddo Lake 


This song is proof that 
Michael Chapman 

ж defies categorisation, 
giving an ambient 
sheen to his American 
Primitive picking and emphasising 
his acoustic guitar’s natural sustain. 


9. LUKE SCHNEIDER 
Exspirio 

Luke Schneider was 
determined to record 
his entire solo debut 
on his trusty pedal- 
steel guitar. Inventive 
and innovative, Altar Of Harmony 
finds beauty in the crackle and 
queasy sustain of his strange notes. 





10. BARRY WALKER JR 
Shoulda Zenith 


Beis as ш 


^^ When he’s not 
* collaborating with 
Patrick McDermott 
in North Americans, 
à Walker Jr records 
hisown albums asa solo artist. The 
title track to 2019's Shoulda Zenith 
is a quirky lo-fi jam that gradually 
builds in intensity – it's like the 
third hour of some lost Grateful 
Dead bootleg. 


11. FIELD WORKS 
TheScars Of Recent History 
For his ninth 

Field Works album, 
Indiana composer 
and producer Stuart 
Hyatt assembled 
agroup thatincluded Marisa 
Anderson, Nathan Bowles and HC 
McEntire. *TheScars Of Recent 
History" sets a poem by Todd Davis 
tothe earthiest of ambient music. 


12. MIKECOOPER 


Paumalu 





Ced ars 





Rayon Hula, an 
é instrumental album 
|, A inspired by the 
islands ofthe South 
Pacific, is one of many 
adventurous records produced by 













the eccentric guitarist since he fully 
embraced ambient experimentation 
in the late'9os. “Paumalu” features 
his lap-steel improvisations over a 
laconic, dream-like rhythm. 


13. SARAHLOUISE 


Your Dreams 

7772 7 Sarah Louise 

| ivy. 'T Henson offers a 
different take on 
a зе: 7. cosmic pastoral, one 
ме - =~ A that sounds more 
hallucinatory than spacey. “Your 
Dreams”, from her new album Earth 
Bow, changes shape constantly, 
layering clattering drums over 
mushroom synths over her own 
fractalising vocals. 


14. DEANMcPHEE 

The Alder Tree 

Inspired by his 
fascination with 
English folklore and 
mysticism, the fourth 
album by UK guitarist 
McPhee 15 а showcase for his 
inventive Telecaster playing. He's 

a one-man band on “The Alder 
Tree”, answering his own deep 
reverberating notes with sharp 

raga discursions. 


15. CHUCK JOHNSON 
Constellation 

Johnson developed 
his unique styleasa 
composer/guitarist in 
the DIY art spaces in 
and around Oakland, 
California. His new LP, The Cinder 
Grove, recreates the acoustics of 
those rooms as foundations for his 
ambient pedal-steel arrangements, 
which balance grief and hope. 
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RICHARD THOMPSON 








In 1967, the newly formed FAIRPORT CONVENTION took their first tentative 
steps into London’s burgeoning underground scene. In this exclusive extract from 
his forthcoming memoir beeswing, RICHARD THOMPSON recalls the band's 
transition from the living room of a Tudor pile in Fortis Green to the stage of the 
UFO Club, encounters with Syd Barrett, Jimi Hendrix and Cilla Black, and their 
earliest attempts at recording. *We were swept along by the fates!" 


Photoby MICHAEL PUTLAND 

















































































































RICHARD THOMPSON: 
THE ’60 and 70$ continue 
to be musically of great 
interest to people. Although 
we thought it was very 
ordinary at the time, it does 
turn outto have been an 
exceptional period - a great 
| musical crossroads. I 
thought Га just chuck down 
some reminiscences before I popped my clogs, as 
they say. Not that I intend to any time soon! 
Youthink that you remember everything, but 
when you actually sit down and start to write, 
stuff comes out that you'd forgotten. I think it 
helped me, actually. There was a kind of 
catharsis in writing about that time, which was 
part joyous — as itis when you're a teenager — 
and part painful. You forget about the painful 
stuff, but that mix is in there, and it was quite 
extraordinary to go back and really think about it. 
IsupposeIwasfortunatein the people I 
gravitated towards. Meeting Simon [Nicol] and 
Ashley [Hutchings], who became the core of 
Fairport, was a wonderful thing, and a crucial 
thing. Very early on, about 1967, I could tell 
we had some kind of musical future, even ifit 
only lasted a year. That was good enough for 
me, andIcould put offthinking about getting 
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areal job until I was at least 22. Then when 
Sandy [Denny] joined, that made us a really 
good band - wefelt this was actually something 
quite transcendental. All we wanted to do was 
play music to an audience, and it just happened to 
be that time when the floodgates were opened 
and so many bands could pass through. We felt 
that circumstances dragged us along. There was 
amusical explosion in London - so many 
different styles were emerging that you could 
play almost anything and be accepted. You 
could play folk-rock and be accepted by an 
audience that also listened to The Crazy World 
Of Arthur Brown and Pink Floyd. 
Itwas all just part ofthe hippie 
culture, this underground 
musical revolution. 

The scene was a real community 
— people would help each other 
out, lend each other gear, tow each 
other back down the M1. Now 
people say, “My God, you played 
with Hendrix?” But at the time it 
didn’t seem that exceptional 
because he would jam with a lot 
of people. Musicians weren’t 
really celebrities back in those 
days; that came later. 

Thad to be cajoled into starting 






RICHARD THOMPSON BEESWING 


Е E # 
FumTOR, FOLK ВОСК AND FINDING MY VOICE 1967-75 


the book, but onceIstarted I really enjoyed the 
writing process. You can write a song in 10 minutes 
-Pm not saying it’s always that quick, but it's a 
much swifter and less detailed process. You can be 
alot more abstract and poeticin songwriting, you 
don't have to fill in the gaps. Writing prose, you 
have to be more linear. It takes structure, more 
discipline. I tried to write for at least a few hours a 
day. And as much as I enjoyed the writing process, 
Ihated the editorial process - handing it over to 
other people. Having not been edited ever as a 
songwriter, that came as a bit ofa shock. Suddenly 
you have to justify yourself to other people! 

There are a couple of songs I’ve written since 
finishing the book that seem to be 
reflective of that time period. I 
often refer back to earlier times 
because songwriting is almost a 
decoding of your own life. 50 Гуе 
done a couple ofthings that have 
been, I suppose, brought up by the 
process. I don't know about laid to 
rest, that sounds a bit too final – or 
pretentious! Butit's helped me to 
put some events from the '60s and 
'70sinto perspective. 

INTERVIEW: SAMRICHARDS 


Nowturnthe page to begin our 
exclusive extract fromBeeswing... № 


Wantingtosee 
x the brightlights: 
xk Thompsonin 
"m February 1974 
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Schoolboy 

{Вїсһагдапа 
(below) ona 
famil посо 
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MET Ashley ‘Tyger’ Hutchings through 
my schoolfriend Brian Wyvill, who 
lived a few doors away from him in 
Durnsford Road, Muswell Hill. Brian 
had been recommending us to each 
other fora while, soit was inevitable 
that we should cross paths eventually, 
and it finally happened one sunny afternoon 
across asuburban garden gate. You could bet 
your life that any band run by Tyger in 1966, of 
which there were several, would have an obscure 
repertoire. For Dr K’s Blues Band, he used to track 
down and play B-sides by artists who had been 
mere footnotes in blues anthologies, and for the 
Ethnic Shuffle Orchestra he revived the 1920s 
repertoires of Gus Cannon and the Memphis Jug 
Band. There certainly wasn’t anyone else doing 
that in north London at that time! At 21, Ashley 
was five years older than me. He was working as 
ajournalist at Advertisers Weekly, and was good- 
looking in the pale and interesting way that 
Ashleys often are (think Ashley Wilkes, from 
Gone With The Wind). I filled in on occasion for 
some of his bands and must have passed muster, 
because he began to include me in his projects, 














m РЕЗ 
a '1967:(I-r) Judy Dyble, 
А SimonNicol, Martin 
Į Lamble, Ashley Hutchings Ё 
and Richard Thompson ү" 


Law 8 


4 tte А 


left school by this point, and was working as a 
projectionist at the Odeon cinema in Highgate 
—it appeared to be quite a glamorous job, 
andIenvied his freedom and earning power. 
Musically and culturally, the three of us were on 
the same page. I had been playing in bands for 
years, but this consortium of musical friends was 
far more thoughtful and musically inquisitive 
than any I had experienced before, and we were 
also more determined to be original. If the 
opportunity arose, we happily would turn 
ourselves into a blues band, an acoustic folk 
band ora folk-rock band - whichever gave us a 
chance to play. Our drummer was Shaun Frater, 
who had gone to the same school as Simon, and 
we played at parties, bowling alleys, school 
dances and in the upstairs rooms of pubs. 








which is how I ran into Judy Dyble was another 
Simon Nicol. young Muswell Hill 
Simon, who along with musician in Ashley’s 
Ashley formed the “WE H AD address book. Petite, 
backbone of the Ethnic pretty, shy and slightly 
Shuffle Orchestra, was AN KX TR AE eccentric, she sang in folk 
affable and adept at the clubs with her own band, 
12-string acoustic guitar, ORDIN ARY and would occasionally 


which he was strumming 
when I first met him at 

his home in Muswell Hill. 
He was 15, but he seemed 
mature and worldly 

for his age. He had already 
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AMOUNT 
OF SELF- 
BELIEF” 


join Ashley, Simon and me 
to play an acoustic set at 
one ofthe many clubsin 
the area. Sometime in 
1966, Judy and I started 
dating. Our common 






ground was English Literature A Level – we were 
both still at school - and our obsession with all 
sorts of music, from folk to Stockhausen. 

Simon’s family owned a large mock-Tudor 
house called Fairport on Fortis Green. It had been 
the family home and also housed his father's 
medical practice. Ray and Dave Davies of The 
Kinks grew up literally down the road. Notlong 
before I first met Simon, his father had tragically 
died of cancer, and he and his mother moved to 
asmaller flat nearby. Fairport was rented out, 
and Ashley was one of the renters. It was a large, 
sparsely furnished house, with a capacious living 
room that was ideal for rehearsing in – the only 
problem was that our PA system would 
sometimes pick up shortwave radio 
transmissions from the fire station next door. 

Ashley soon realised that his landlady’s son 
Simon played the guitar, and recruited him to 
play in the Ethnic Shuffle Orchestra. Richard 
Lewis and Kingsley Abbott were two friends in 
the area who both had record collections that 
we could raid; Richard suggested the name 
Fairport Convention for the band, which 
seemed to sum us up nicely — plus, in keeping 
with bands like Jefferson Airplane, Quicksilver 
Messenger Service, Strawberry Alarm Clock and 
Hapshash And The Coloured Coat, it was suitably 
polysyllabic for the age. 

Our short-term ambition was to play 
competently together and have enough songs 





RICHARD THOMPSON 





А MASS 
CONVERSION 







for a couple of sets. We were planning to play our 
first show as Fairport, but before that happened 
there was an important watershed momentin 
our own backyard. 

The 14 Hour Technicolor Dream was а concert 
at Alexandra Palace on April 29, 1967 that might 
be described as a ‘psychedelic happening’. The 
idea of a happening had existed in the world of 
Pop Art for a decade or so – an artistic event that 
brokethe norms of perception and behaviour. 
This was my first experience of the LSD version of 
that, with loud music and light shows that were 
intended to disorient the participant, and lead 
them to experience reality differently. 

Thesound hit meas soon asI walked through 
the door. It was like being inside a huge bell that 
was being hammered from the outside: the 
cacophony seemed to blend into one deafening 
drone. The hall was the size of a couple of 


middling cathedrals, and the music was With "pleasant, N 


bouncing off the ceiling. Standing in the middle London catchment area, and put up posters 2 ұғы | ш ane 
of the hall, I could hear three bands at once! I got in the fluorescent style of the times. Our set нет мегу м 


close to the stage and watched Pink Floyd, Soft MartinLamble 
Machine, Sam Gopal and The Crazy World Of 
Arthur Brown. The music was loud, self- 
indulgent, theatrical and 


quite experimental. There 


that evening consisted of covers of bands that 
we admired: ‘Seven And Seven Is’ by Love, 
‘Killing Floor’ by Howlin’ Wolf and ‘Turn! 

Turn! Turn!’ by The Byrds. There were 


entity. Judy, who was still my girlfriend at that 
about 50 peoplein the audience, апаГт | point, also joined permanently, and the gigs 


were light shows and sure we knew almost all of them. began to rollin. 

silent films from the Although the gig was meaningful as We had only been playing as Fairport fora 
1920s. Some people were the first time we played under the name month or two when we were booked to play at 
smoking dried banana Fairport Convention, it came to be more the UFO Clubin London. This was established in 
peel and the smell of significant as the completion ofa puzzle. | the Blarney, an Irish pub on Tottenham Court 


hashish was strong in the 
air, whilea lot of the 


Martin Lamble, a young drummer in the Road, and the house band was Pink Floyd - at 
audience who was a friend of Kingsley least some of the time. Syd Barrett wasn't a great 








crowd were undoubtedly Abbott, suggested that he could play musician in the orthodox sense, but he had a 

on acid. John Lennon better than Shaun, and after giving good instinct for the possibilities of music. I 

was wandering around, himan audition soon recently learned that Syd's father's great- 
looking every inch an afterwards, we agreed. grandmother was a cousin of Elizabeth Garrett 
impersonation of Martin was a pleasant, Anderson, Britain's first female doctor, who was 
himself, with his studious and my mother's great-great-aunt. Syd and I were, in 
moustache, NHS spectacles and occasionally very fact, distant cousins. 

Afghan jacket. Yoko Ono did a funny young man of 17, On July 28, 1967 Fairport opened for the Floyd. 
performance called ‘Cut Piece’ with a fine head of That was the night that Syd overdosed on LSD 
that involved inviting members blond, wavy hair. A and Dave Gilmour had to play Syd’s guitar parts 
of the crowd to cut pieces from grammar school boy behind the stage. That was also the night we met 


a girl’s dress until she was 
naked. There must have been 


rt 
qun 


like the rest of us, he 
came from not-too- 


Joe Boyd for the first time. Joe, who ran the UFO 
with John ‘Hoppy’ Hopkins, was also a record 


10,000 people in there. One of = distant Harrow and producer and had by this time recorded The 
the members of Soft Machine, -— very quickly became Incredible String Band, The Purple Gang and 
Pink Floyd's rival for the most E a part ofthe fabric of Pink Floyd. He'd booked Lonnie Johnson while 


ТІ 
| 


famous psychedelic band in Ls 
London, was wearing a top hat 
with the wings of a model glider 
attached to it, which seemed 
almost like the new sartorial 
normal. Was this what it was like 
at the famous Fillmore in San 
Francisco, on any given day of the week? 

And where did we fit in - Ashley, Simon and I, 
our little musical nucleus? Was our music viable 
for an audience that was getting off on Soft 
Machine and the Pretty Things, The Crazy World 
Of Arthur Brown and the Social Deviants? Well, 
we didn’t really care whether we fitted in or not. 
We had an extraordinary amount of self-belief, 
fuelled by Ashley’s visions and idealism, and 
loved the thought that we were ploughing new 
musical furrows. 

We decided to launch Fairport Convention with 
a bit of a fanfare, so booked St Michael’s Church 
Hall in Golders Green, well within our north 


"n 
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the group. With him in 
the band, we felt more 
like a real musical 
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he wasin college, stage-managed Newport Folk 
Festival when Dylan went electric in 1965, and 


had also run the UK office of Elektra Records. № 


“Where did 
we fitin?”: 


| б, SoftMachine 
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"Joe[Boyd] thought 


мы" = FAIRPORT 
Matthews (second CONVENTION 


right) joins the band, rct, 
November 1967 Р Eg." 
Joe was about six feet -" 
four, handsome and 
inescapably clean-cut. 
Regardless of how he 
dressed he looked like a 
cross between Ivy League 
and hippie, seersucker 
jacket and velvet loon 
pants. Anyway, he seemed 
to take to our music - after our set, he met us 
backstage and said he'd enjoyed it. With a grin 
that suggested he was aware of the cliché, he 

said, “Let’s make a record!" 

Soon after our meeting with Joe, we wentin to 
record for the first time. For this dummy run we 
had learned how to play Joni Mitchell's *Both 
Sides Now”, a song that we felt was too well known 
to be considered for a Fairport record but which 
we could practise in the studio to get used to the 
recording process. We got through our recording 
of *Both Sides Now" in about five takes. We could 
play it without making any mistakes, and that was 
enough for the first recording — we could think 
about feel, groove and emotion in the next 
session. Joe thought we should add more vocal 
power to the band, so we 
recruited Iain Matthews, 
who was then in a vocal 
group called the Pyramid. 
Iain seemed to havea 
good understanding of 
the singer-songwriter 
genre, and like us was 
into Tim Hardin and Tim 
Buckley. He also had a 
taste for country acts like 
Waylon Jennings. 

Iain came down to the 
studio to meet us, but I 
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don'tthink he ever had any 
kind of audition. It was more 
a matter of us saying to him, 
"Could you put a harmony 
on that?” or “Can you do 
something over this 
section?" and that was that 
— he seamlessly became a 
member of the band. He was 
a bit more dapper than the rest of us. He had 
recently been working in Ravel's shoe shop in 
Carnaby Street as a day job, soIfound myself 
wearing his cast-offs for the next few years. 

Now that recording was part of our lives, we had 
to start writing our own material – the audience 
expected it. In Fairport, just about everyone in 
the band contributed to the songwriting. By this 
time, I had taken a flat with a couple of old 
schoolfriends, Andy Horvitch and Paul Ghosh. 
Having written a couple of tunes that Ithought 
might work for the band, I recruited Andy and 
Paul as co-lyricists, having no confidence in my 
own abilities, and we worked together on the 
songs *Sun Shade" and *Decameron". At least 
now I had broken the creative ice and had 
compositions that I could 
take to the band. The songs 
were obscure in their 
meaning and they werea 
hodgepodge of musical 
styles, but they had some 
originality. It felt like good 
practice for the next time. 

As it turned out, the next 
time came quickly. Ashley 
and I wrote “It’s All Right 
Ma, It’s Only Witchcraft”, 
the title being an obvious 
nod to Dylan. The song 











was a thinly veiled satire on Witchseason, Joe 
Boyd's production office and its inhabitants. 

Other tracks we recorded at that time included 
"The Lobster", an adaptation of a poem by George 
Painter, which I had discovered in The Penguin 
Book Of Sick Verse. *Jack O'Diamonds" was a song 
that had survived from the days of my band at 
school. We also did a couple of Joni Mitchell 
covers, “I Don’t Know Where | Stand” and 
“Chelsea Morning”, from her early demos that Joe 
had obtained. We also covered “Time Will Show 
The Wiser” by the Merry- Go-Round, which I think 
we'd found in Kingsley Abbott’s record collection. 
AndIco-wrote another song with Iain, “If 
(Stomp)", which I was never totally satisfied with. 
We were trying to belike a jug band and witty, and 
Idon'tthink we quite managed either. “One Sure 
Thing" camefromthe American folk duo Jim & 
Jean, and Judy also contributed a track, “Portfolio”. 
One of our best live performances was the cover of 
Leonard Cohen's *Suzanne", but for some reason 
it didn’t make it onto the album - perhaps it was 
becoming too well known by that point. 

Our bread-and-butter gigs, and the core of our 
audience, were still in London, at places like the 
Country Club in Belsize Park, the Speakeasy Club 
on Margaret Street and the Electric Garden in 
Covent Garden. The Country Club was the bar of 
a tennis club, and it felt like our ‘local’ venue. Тһе 
place probably held 150 people, and it was always 
completely packed. On a summer's evening, the 
audience would spill out during the intervals into 
the pub next door, and down the hill towards 
Belsize Park Tube station. If we ever truly felt 
among our fanbase, I would say it was there — 
middle-class teens in north London who liked 
their rock with a bit of folk mixed in, or vice versa. 

We must have played the Speakeasy once a 
week in the early days. It was a late-night club in 





London's West End that didn't 
really get rolling until about 
9pm, and it would often fill up 
with bands who had driven 
back from Birmingham or 
Manchester after their gigs. One 
night, the songwriter Graham 
Nash was sat at a front table and 
Ashley was making some 
between-songs patter, saying 
that Fairport didn't seem to have 
much luck with money - that we 
were “sort of like King Midas in 
reverse". A little later, this 
showed upas the title of a 
Hollies hit. Another night, I 
looked up after playing a solo to 
see Cilla Black a few yards in 
front of me, frugging wildly. 

Jimi Hendrix was a regular at the ‘Speak’. His 
arrivalin London had made a hugeimpact. He 
combined Pete Townshend's stage act with lessons 
that he'd learned on the Chitlin' Circuitin the 
States, and married that to some 
groundbreaking musicianship. The 
stars ofthe British blues scene 
suddenly seemed outgunned - 
where did Jimi's arrival leave 
Eric, Jeff, Peter and Pete? 
Seeing him perform made 
mefeel asinadequate as 
anybody, but I thought that if 
Icould not compete, perhaps 
Icould jump sideways — 












above everything else, I was “ BE HAD A RIBBON Bow 


striving for originality. 
Jimi would finish his dinner and 
havea few drinks, and then he would 
feel like playing. On several occasions he 
got on stage with us. He would borrow one of our 
guitars and play it just fine — even though he was 
playing it upside down it was still strung the 
wrong way round for him, but genius will finda 
way. I particularly remember him playing bass on 
“East-West” by Paul Butterfield and guitar on 
“Like A Rolling Stone”. He seemed personable, 
likeable, a little shy, and he had a beautiful honey- 
coloured complexion and a delightful smile. It 
seemed to me that he epitomised the look of the 
time better than anyone else – a military jacket 
from the Portobello Road boutique I Was Lord 
Kitchener’s Valet, velvet flares, perhaps a feather 


JimiHendrix at 
the Speakeasy in 
MargaretStreet, 
LondonW1, 
January 19, 1967 
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boa from Biba, a paisley headband 
and a Spanish dancer’s hat. 

Some of our earliest shows in 
central London were at the 
Electric Garden, or Middle Earth 
as it was later known. It was 
essentially a large basement in 
Covent Garden, which at that 
point was the main fruit and 
vegetable market in London. The 
atmosphere, but not the murder 
rate, is accurately depicted in 
Hitchcock's 1972 film Frenzy, 

which was set in the area. If you 
were one ofthe smaller bands on 
the lineup, it was quite possible 
that you would find yourselves 
playing one set at 99m and 


| another at 5am. In the meantime, you could 


either go home and grab six hours’ sleep or stay 
to watch the other bands, who might include 
Elmer Gantry’s Velvet Opera, Mighty Baby, 
Graham Bond or Tyrannosaurus Rex. 

Outside the club there was always a 
strange meeting of cultures. There 
would be hippies dressed as 

. deranged peacocks, and 

\ among them there would also 

bethe market workers, in 
their flat caps and leather 
aprons. The Royal Opera 
House was just around the 
corner, and in those days 
audiences would dress to 

Г thenines, with the men in 

blacktie and women in evening 
FO gowns. There was a famous 
sausage sandwich stall in one corner 
of the market square, and there, at around 

11pm, the three cultures would collide. 

In February 1968, our single, “If I Had a Ribbon 
Bow" had come out on Track Records, the label 
run by Kit Lambert and Chris Stamp, managers 
of The Who. It sold about three copies, and I 
resolved never again to get excited about success 
or failure — I would keep an even keel and see 
success on my own terms. Joe, hopeful that our 
chances might improve if we were on a larger 
label, moved us to Polydor for our first album, the 
eponymous Fairport Convention. 

Fairport seemed to be swept along by the fates, 
with possibilities opening up wherever we 

turned. We put the work in, of 
course — writing songs, arranging, 
recording and touring — but the 
energy we expended seemed to 
open doors without us having to 
knock. We were lucky that we 
were carried along by the tide of 
the *psychedelic' music scene, 
similar enough to appeal but also 
different enough to stand out. All 
Iwanted to do was to play music, 
and nothing mattered beyond 
the plans we made for the next 
month or so. It never crossed my 
mind to consider even a year or 
two ahead. © 
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Beeswingis published by 
Faber on April 15 


"Lookat what 
Һегесогаеа": 
JoeBoydinthe 
studio, 1976 


ITCHSEASON was Joe Boyd's 
production company, andbecause 
we didn treally trust anybody else, it 
became a management company as well. On 
the books were Fairport, The Incredible String 
Band, John & Beverley Martyn, Nick Drake, 
Dudu Pukwana and Chris McGregor. It was at 
83 CharlotteStreet, alittle upstairs office. We'd 
often swing by there to pick up cash floats on 
our way toa gig, and you'd run into anyone who 
wasontheroster at that time. 
We looked up to the Increds. They hada 
good year head start onus and would sell 
out wherever they were playing; if we were 
supporting them, we'dhave a good audience to 
play to. We would go and see Chris McGregor's 
band, The Brotherhood Of Breath - who 
included Dudu Pukwana - basically playing 
free jazz. They were amazing musicians. Dudu 
couldplay anything - jazz, RGB, and all the 
South African styles as well. A really sweet man, 
alovely human being. Although to be around 
those people was quite intimidating because 
they were accomplished musicians in a way 
that we really weren't at that point. 
| would definitely swap guitar-tuning ideas 
with John Martyn;he wanted to become an 
electric guitar player. John lived just down the 
road from mein Hampstead for a while, so we 
did get together sometimes and play. Iwas very 
shy, but Nick Drake was deeply introverted - | 
wonder if it was the drug culture? | don'tknow 
what Nick was like before he came to London 
andstartedsmoking alot of dope; atschoolhe 
was captain of the rugby team or something, so 
Icantbelievehe was that introverted. But | just 
thought, Well, that's normal. You didn't think, 
‘Oh, this personis mentally ill’, you thought, This 
personis very cooland laidback. Youleft them 
tobe who they were; you didn't try and fix them. 
Other than Joe Boyd, | can't think of anyone 
else who would have looked at Fairport and 
thought, Thisis valid, interesting music. Any 
other manager or producer wouldhave tried to 
turn us into something else, rather than accept 
us for what we were. Joe could see the natural 
potential of Fairport and nurture it rather than 
try to changeit. Look at whathe recorded, it still 
allsounds great today. Without Joe, who knew 
what we would have turnedinto? 
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With a motherlode of 
VELVET UNDERGROUND 
activity planned for this year – 
including a new documentary, 
upcoming releases and a 
biography- Uncut has assembled 
a collection ofuntold stories апа 
compelling new insights into 
rock’s ultimate outsiders. So read 
on for tales involving felt-tip pens, 
inners at The Ginger M: 
“The House of Dark Dis-Chord", 
an elusive doo-wop record by 
Alicia & The RocKaways and a 
rented flat at 59 Brompton 
Square, Knightsbridge... 
ALL TOMORROW'S PEOPLE > 
e The Legacy by John Cale 
e [he Documentary 
by Todd Haynes 
e John Cale vs Dou н 
by Jonathan Ric 


өА New Age by Doug Yule 
e Max's Revisited by Lenny kaye 
ө Velveteens Over London 
by Richard Williams 
e Deep Cuts by Tyler Wilcox 
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What went on: 
(c/wise from top 
left) LouReed, Moe 
Tucker, JohnCale, 
Doug Yule, Sterling 
Могизопапа Мсо 











BETTMANN/GETTY IMAGES; JAMIEMcCARTHY/GETTYIMAGESFORTHE VELVETUNDERGROUND EXPERIENCE 


| 
Silk screening: John Cale 
with Andy Warholand 
his Factory associate 
GerardMalangaata 
champagnebreakfast 
for the premiereof Our 
ManFlint, Jan 25, 1966 
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JOHN CALE remembers Lou, Nico, days at the Factory 








and “raw, unfettered nihilistic exploration" 


UNCUT: You’ve been 
interviewed for 

Todd Haynes’ new 
documentary оп the 
Velvet Underground. 
Where did those 
interviews take place? 
JOHN CALE: The gentrified 
warehouse section near the 
Brooklyn Bridge, before the pandemic began. 





Has participating in the documentary made 
you reassess any part of The Velvet 
Underground at all? It’s made me appreciate the 
personalities and the disparate confluences we 
laid bare in the Factory and through the 
development of what would become The Velvet 
Underground. They came from all over the world 
and opened this Welsh boy’s eyes to the rest of 
mankind beyond the European experience. It 
took all these characters to fuel the furnaces. It’s 
important for everyone to understand the entirety 
of this band, warts and all, but most importantly 
the organic nature ofits honesty. If there had been 
a blueprint, we didn't wantto know. Carving our 
own distorted path was far moreimportant than 
trying to bethe next big thing. Without the 
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competitiveness that grew out of our fierce 
desire to bend and ultimately break rock'n'roll, 
we'd have been just another '60s band. 


According to Todd Haynes, іп the 
documentary you describe the Factory as 

a “creative playground”. Can you elaborate 
on that for us, please? It very much was. All the 
characters that hung out there in the Factory had 
many side projects going on — all the while paying 
Andy the due respects for bringing us all together. 
Oftentimes we would come in midday - Andy 
would already be finishing his silk screens at one 
end with Gerard Malanga. There was always a 
new person with a slew of *the most interesting", 
*most radical", most whatever... 

It was a constant movement where everyone 
participated and contributed 
to the action. Magic Markers 
were wielded onto drawing 
pads and Billy Name would 
bein the darkroom 
developing his photographs, 
Andy holding court with 
famous faces doing nothing 
but staring uncomfortably 
into his camera, naked 





Andy АГИ 




















people popping pills to keep thin... loners 
clinging onto the vapours of others, in the hopes 
of being seen for the first time. New members 
brought their friends up there to mess with 
existing plans - the new plans were often more 
hilarious in their fractured success. Andy's ideas 
always seemed to have a sense of purpose. 


Talk us through an average day in the life of 
The Velvet Underground. When welived on 
Grand Street, we joined in a pilgrimage up to the 
Factory each day at around noon to rehearse or to 
check out the action for the day. The Grand Street 
flat was a partnership between Piero Heliczer 
and Sterling. It was a creepy hangout that Piero 
had made design adjustments to - he had cut 
out hundreds of multicoloured eyeballs from 
fashion magazines like Elle and Vogue that filled 
out one wall of a bedroom. 
Once at the Factory, the day was bifurcated by 
the ‘before Edie’ and ‘after Edie’ groups. We'd try 
to rehearse — but were never 
sure it would help us; there 
was always a war between 
improvisation and structure. 
With the surroundings being 
what they were — raw artin 
every imaginable form — we 
were happy working on 
anything. As eager as we were 
to be a serious contender in 





music, the best-laid plans were often 
hijacked by everything else going on. 

Edie would arrive to see her rushes from 
the previous day with Andy and then she 
would take everyone to The Ginger Man for 
dinner. Everyone was either trying to lose 
weight or maintain, so the intake of yellow 
Desoxyn diet pills kept the tab reasonable. 
Andy would corral us with him, I think to 
make a scene. We'd often be invited to a 
highbrow party at a Central Park West art 
collector's home. But we were the perfect guests, 
we hardly ate — mother's little helpers took care of 
our appetite and entertainment, along with the 
many multicoloured felt-tipped pens we travelled 
with. We were too busy to cause much trouble. 


Isthere a Velvets songthat reminds you of 
Lou - and why? “Black Angel’s Death Song”. 
The song was crafted around a rustling viola part 
and Sterling's bass part. That sliding guitar part 
was meantto be the cloud that wrapped around 
the song. The speed we played it at came from the 
rate the lyrics were sung by Lou - and knitted into 
a hard pattern that held it all together. 


What qualities did Nico bring to the band? 
Nico had arare sense of humour. Her timing 

was preposterous and outrageous. Not always 
understood. Bursting out laughing at her inner 
thoughts process, confusing her audience. As 
frustrating as we found the insertion of Nico into 
the nicely balanced four-member structure of the 
band, I found the shared European background a 
welcome sense of familiarity. Remember, Iwasa 
skinny Welsh kid not long ‘off the boat’ and only 
later learned that most of my friends could only 
understand every third word I spoke. Her lyrical 
sensibility was also fascinating - much entwined 
with onomatopoeia, which became her style as 
time passed. Her cold, deadpan vocals were 
exactly right for the message intended. 


Chelsea Girlis almost a Velvets album, isn't 
it? Agreed. It's barely a Nico album, although 

I wished it were. There was little joy in the songs 

— they were trapped between the band and an 
obligatory deal struck between the label and 
Andy. By this time, Nico wanted out of the VU and 
so did Lou. That was partly because Lou had little 
interest in cohabiting the space MGM had created 
for us to co-author the album. Andy knew the 
trenches ofthe art world were easier to deal with 
thanthe A&R desks of Tin Pan Alley. It all came 
down to style and futurism - the latter held the 
stale gates of passing fancy to the limits of its 
musical vision. We kept pushing our own 
problems and so did everyone else. 


How do you view the first VU album now? 

It’s not easy listening — it was never meant to be. 
They stand out as awkward, spirited, contrary 
songs that split the audience into many factions. A 
curated slice of time that still evokes unsettling 
emotions. I’m startled at how much of myself I 
hear throughout the first album. It's odd not being 
the lead singer, but realising how different it all 
would've sounded if I hadn't adhered to things 
that were the most confrontational between 
myself and Lou - the embodiment of polar 
opposites converging where it matters the most. 


Ч 


| albums the band made 
| after you left? Yes. 


| treated over the years? 
| Surprisingly, it seems our 


| their own quirky 
| brand. It was jaw- 


CaleandEdie  ; 
Sedgwick, NYC, 
Jan 13, 1966 
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"WEKEPI 
PUSHING 
OUR OWN 


PROBLEMS" 
JOHN CALE 





| And what about White Light/White Heat? 

| Itshowsa different moral struggle between the 

| creative ideas ofa ‘no Nico’ and the soon to be ‘no 
| more experimentation’. Raw unfettered nihilistic 
| exploration on full display. There was so much 


more to be done. 


| The live show from The Gymnasium, 1967, 


released onthe White Light/White Heat 
anniversary edition, is immense. What was 


| your experience ofthe band on stage? We 

| expected little because our attention was 

_ distracted from the stage activity to the cray-cray 

| audience members jumping onto the trampoline 
from the balcony 25ft above. This was one of the 

| firstreal gigs after the residency а the Dom. Could 
| wewin over a different audience? Leaving our 

| downtown cocoon was yet another question mark 
| over our performance history. Always a nervous 


time whenever we moved EPI from one venue to 


another. Lou and I both agreed we'd set a higher 

| standard. As muchas it was an EPI event, the VU 
was a bona fide musical force | 
| onstagethat night. 


Did you ever listen to the 


How do youthink the 
legacy ofthe band has been 





legacy has been 

| treated with " 

| agenerous The VUpresent 

amountof Miami 
appreciation. It's the product 

| humbling to see US "m 
how many young - 

| bands seem to 

| geta boost of 

encouragement 

| to think outside 
the norms and 

| simply go for 


broke, generating 


WHITE UGHT/WHITE HEAT (es) THE VELVET UNDERGROUND 
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dropping to hear Waka Flocka Flame 
rapping over my viola from “Venus In 
Furs”. With my personal love of hip-hop, I 
was chuffed, to say the least. What 

Ifind most inspiring is no matter how 
amorphous or chaotic the blending of 
genres and ideas are, music survives 
because of the spirit it conveys. This was 
always at the forefront of what we did. 


What ideas did you personally hope to 
put across with the VU? And do you think 
that the band achieved them? Га been a 
student of the avant garde most of my life. I flew to 
the US in 1963 to pursue my dreams... When got to 
New York, I was sideswiped by rock’n’roll, where 

I discovered a much wider, more career-fulfilling 
place to pursue it. I found acollaborator who wasa 
poet at heart but had the same dissatisfaction with 
the status quo as I did. We understood how our 
differences, if cultivated, could turn everything 

in music onits head and show what startling 
possibilities awaited us. There was always room 
for a conventionally structured song, but those 
methods were old hat and uninteresting to both 

of us. We figured that my obsession with creating 
dissonance AND NOISE from an orchestral 
perspective combined with his lyrical bent, the 
future would be ours to create. It took a while for a 
four-piece rock band to get there... butit happened. 
Once Lou and I experimented on our own 
knowing how we could force dramatic change into 
some ofthe earlier songs, we knew finding the 
right kind of musicians would be essential to our 
success as a band. Sterling's ability to add the 
grandiose elements to the guitar parts and Moe's 
unrelenting tribalism completed the vision. 

Parts ofthe earlier years had some Spector ideas 
in them. Honing in continued on the Wagnerian 
touches. Detuning the guitars became more and 
more common as a way to complement the atonal 
viola drone. I could easily say my musical life 
went in the exact creative direction I had always 
perceived it going in — but it would be less than 
truthful. Without Sterling’s 
falsetto or Moe’s thumping or 
Lou's street vibe and my 
electric viola, it wouldn't 
have held together as long as 
it did. We rarely listened to 

others — until we became too 
disorganised. We refused to 
listen to anyone - until we 
refused to listen to ourselves. 
MICHAEL BONNER 
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behind the scenes of his upcoming fan documentary 
“One hopes for masses of unreleased tapes...” 


MY first encounter with 
The Velvet Underground 
was probably in my first 
year of college, around 
1980. It was a profound 
discovery for me. I was 
already into Bowie and 
alot of the artists who 
were so influenced by The 
Velvet Underground - it’s 
hard to think of artists who were not influenced 
by The Velvet Underground! – soIwasin a prime 
spot for their music to really matter. I think there's 
something about that first record that describes 

a kind of sensibility — it’s in the content of the 
music, it’s in the sound of the music, it’s in the 
dirtiness of the music — that I associate with 
creative possibility. This music immediately 
makes you think about the frailty of identity 

and the fact that life is challenging, asa way 

of opening up creative expression. 

Around 2016, Laurie Anderson started 
collecting Lou Reed’s papers and moving towards 
handing them over to the New York Public 
Library. David Blackman, whoruns the TV and 
film division of Universal Music Group, which 
owns the Velvet Underground masters, talked to 
Laurie about the possibility of a documentary – 
what were the names of some directors that she 
would feel comfortable with? So it came to me 
through David, but I heard that Laurie had given 
me her blessing, and that meant a great deal to 
me. Thearchive, asit turns out, didn't havea lot 
of materials that could provide a basis for a 
documentary. One hopes for masses of 
unreleased tapes and rehearsal recordings, but 
there wasn't a great deal of that kind of thing. It 
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| wasmore about having therights and the title. 


My motivation for how to tackle this project was 
to really consider the fact that Iwas making a film. 
I wanted it to not be like standard rock docs; the 
band and its material demanded something more 
unique and experimental that took into account 
the culture that surrounded the Velvets and the 
vitality of New York in the mid-'60s. I wanted to 
leanintothe visual language of experimental 
film and theart culture ofthe Factory scene, that 
would allow the audience to 
hear the music afresh. That's "а м E 
hard with music so well 
known. Butit was my dream 
to put you in a space that was 
taking its cue from what the 
band themselves were 
surrounded by at the time. 

Thatalso helped limit 
what my purview would be. 
Idecided early on that I only 
wanted to interview people 
who were there. There's so 
many generations of artists 
and bands who have 
wonderful things to 
say about The Velvet 
Underground, but where 
do you stop? We don't need 
people to tell us how great 
they are. SoIfocused in on 4 ER >... 
the time and place. 

Jonas Mekas was our first interview — we knew 
he was ailing and itended up being probably 
hislast majorinterview; we dedicate the film to 
him. John Cale, of course, became the foundation 
on which the entire oral history was based. It 

took us a little time to 
connect to Moe, but we 
went out to where she 
lives in Georgia and 
shot her there; that was 
just essential. 

We got interviews with 
La Monte Young and 
Marian Zazeela, who are 
not particularly willing 
participants when it 
comes to stories about 
the Velvets. We spoke to 
Lou’s sister Merrill, his 
college girlfriend Shelley 
Corwin, his friend Allan 
Hyman. Terry Phillips 

from Pickwick Records, 
where The Primitives’ 


The VU with 
Nico onstage: 
"innocent 
andwicked” 
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first record was cut. Mary 
Waronov from The Factory. 
Danny Fields, John Waters. 
Jackson Browne, who 
performed at the Dom with 
Mico. Jonathan Richman, 
who saw about 60 or 70 VU 
concerts and became their 
backstage mascot and 
driver, was incredibly 
generous. So for the people 
still around and willing to 
talk, we did pretty well. 

When The Velvet 
Underground met the 
Warhol clan at the end of'65 and entered into the 
Factory, John Cale describes it as a kind of creative 
playground. That's minimising, I think, the 
euphoric sense of creative permission. It was a 
place where art was made, all the time. Ondine, 
who appeared in Warhol movies, describes them 
as "golden" years, where you almost couldn't 
make a wrong move. There was something going 
oninthe 1960s - and this was a unique subset 
of all that, with its own terms that were very 
different from the wider counterculture. 

Allthe way through our accounts of Lou Reed, 
you get a picture of somebody who's so incredibly 
complicated from the youngest age. There's a 
hostility and animpatience and a nervousness 
and an insecurity that gets expressed by wanting 
to make others feel challenged, and this 
continued to play a part in his creative 
relationships, particularly with Cale. There are 
certain relationships within the band, such as 
with Maureen, where it was always harmonious 
—she was a peacemaker and a place of rest for 
him. Sterling to a large degree as well. But I think 
where real creative juices were being exchanged, 





Stills from Haynes’ 
fiim: Warholand 
Reed withFactory 


fiimmaker Paul 
Morrissey, апа 
ight)Moe Tucker 





these fundamental relationships are like 
marriages in their interdependence, they can 
easily pivot from love to hate — you see the 
evidence of all of that really coalesce around 

this formative creative bond with John Cale. 

The sound that these specific players brought 
together in the first iteration of The Velvet 
Underground, particularly the avant-garde 
influences from Cale and the exposure to the 
art world from the Factory, itreally wasa 
collaborative thing. Even imposing Nico into it 
was utter perfection, once they figured out how 
to use that voice. So there was no way of ever 
replicating or improving on the initial magic. But 
I think Reed had ambitions to really lead a band, 
to let his songwriting interests be the dominant 
force and to experience a little more success! He 
wanted to see what it would be like without the 
Warhol distraction, ifit was just the band drawing 
the attention. So for all those reasons he needed 
to move on. However deep the roots were of their 
creative discourse, he had to cut them off to give 
himself the freedom to keep thriving creatively. 

One thing you learn from Jonathan Richman’s 
perspective in Boston - and this is straddling the 
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HEY broke so 
many rules. For 
instance, look 
whatthey did 
for drumming. Instead 
of having a hairy guy 
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end of the Cale years and into the Doug Yule years 
-is about a very generous, kind and sweet side to 
theband. The tough core and the sadomasochistic 
pose and the coolness of the band was all true – 
but there was a great deal of fun and irreverence 
inittoo. Theoutlook on life was very different 
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from the more organic, holistic, communal hippie 
movement on the West Coast. Yet I feel there's so 
much more duplicity and hypocrisy in the hippie 
ideal. In a way, there was an innocence and a 
desire for pleasure that was evidentin the New 
York/Warhol scene, which meant The Velvet 

| Underground had something that wasn't as nasty 
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; behindabigdrumkit, there's a girl with one drum 

| andsheplaysthe simplest things you can do on 

; it. thought, ‘Wow, youdon't have to have aband.’ 
| Then, whoare the other people in the band? You 

| haveLou, who was an enthusiastic but not great 

| guitar player. | thought, Wow, can probably 

; play like that.’ Youhad Sterling, who was a very 

; lyricalplayer.Early on youhad John, playing 

| viola. John, of course, had worked with La Monte 

; Young, and so had Lou. So that band represented 
| aconvergenceof alot of thoughts. At that time, 





and cruel as it might seem from the outside. That 
was Jonathan's experience. He describes their 
generosity, letting him open forthem before he 
could even play three chords. 

Even while coming from very different places 
— from Wales or from Germany or Long Island 
— whatever their intellectual background or 
education, this strange collection of people 
shared a resistance to conventional, facile ideas 
about love and peace. They connected creatively 
with a great deal of sexual playfulness anda 
vicious theatrical horniness that imbued them 
with something innocent and wicked at the same 
time. This is true for the VU and it’s also true 
for what Andy Warhol was doing - his work 
continues to inform our culture in such myriad 
ways. It’s impossible to think of contemporary life 
without these figures in it. It’s acrazy accident 
that all this happened, but it was somehow being 
informed by bigger forces that put all these people 
in the same place at the same time. My film really 
tries to put you in the middle of that. SAMRICHARDS 


Todd Haynes film The Veluet Underground 
willbereleasedinthe summer on Apple TV+ 3» 
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‚ Iwasplaying with the Scratch Orchestra. А 

| subtextofthatisthatartstudents were the best 
' musicians - because they didn't know how to 

| play things, they were more likely to make original 
| choices. Nearly allof the Scratch Orchestra was 
| artstudents, andnearly allof the Portsmouth 

| Sinfoniawasartstudentsas well. So these 

| foundationalinstitutions from that time were 

| people who'd come through an education that 

| said, in a way, craft is not the issue. Ideas are the 

| issue. Approaches, processes. MICHAEL BONNER 
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THE VELVET UNDERGROUND 


-LIFE-OR-DEAT 
SEARCHING MUSIC 





Before he launched The 
Modern Lovers, superfan 
JONATHAN RICHMAN saw 
The Velvet Underground 
play dozens of times. Who 
better, then, to chart the 
band’s transition from 
“drone misfits” to “flower- 
pattern-shirt balladeers”. 
Here, he writes exclusively 
for Uncut about the band 
that changed everything... 
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Peelslowly: the 
VUin 1967 - (l-r) 
Sterling Morrison, 
LouReed, Nico, Мое 
Tucker, John Cale 
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“OKAY, what was the 
difference between The 
Velvet Underground with 
John Cale and with Doug 
Yule?” Well, they were 
two different bands, 

and some of this had 

| nothing to do with them. 

By the summer of 
1968, Lou Reed was 
thinking ofa different direction for the band – 
appealing to a wider public for one thing — and 
was making new songs that were more melodic, 
and less antisocial. 

Cale did not just quit. He was ousted. And not 
everyone in the band was happy about it. But 
they decided to press on and so would need a 
replacement on bass and keyboards for Cale. I'd 
say that for their emerging sound, Doug Yule was 
a very good choice and helped them create a new 
and unexpected sound as well as a more inclusive 








serene relationship to the audience. In other 
words, he helped them go where they were 
headed already. 


when he was 210r 220n a Leonard Bernstein 
Fellowship to play viola at Tanglewood. He 
then became part of the New York City musical 
avant-garde of that era (early 1960s), along with 
La Monte Young, Terry Riley and 
John Cage. When he and 
Lou Reed formed 
The Velvet 
Underground 
itwasto be 
arock 
band 
that 


LS Cale, from Wales, came to the US 





experimented in sound and noise with 
dissonance and microtones. Microtones are what 
happen when the center ofthe note is no longer 
necessarily the place you're aiming for — thisis 
important: if one player (Cale) in a band thinks in 
these ways, the sound of the whole band changes. 
The tone-color palette is then different. I quote La 
Monte Young: “It is the application of pitches that 
creates the moods in music." This early band was 
wild! (Their very first drummer Angus MacLise 
was quite a mystical and independent-minded 
character who quit in disgust after The Velvet 
Underground's very first show because the band 
accepted money — $75.00 to perform at a high- 
school dancein New Jersey.) 

Cale was a pulsing, riveting, hypnotizing bass 
player. The late Sterling Morrison once explained 
that all bass players use passing tones, notes 
played that, while temporarily dissonant, help 
you climb up back to your root note or your ‘fifth’ 
or whatever. Say you're playing a 12-bar blues in 
the key of E, if you use a P-flatto lead you up to 
your B note (the fifth) most times you'll be offthe 
D-flat before the B against it would make ita 
dissonant. Cale, on the other hand, would just 
ride the B-flat againstall the other chord changes 
the rest of the band was playing. 

And that’s just on the electric bass, which he 
wasn’t even trained in. How about his piano and 
organ playing, which he was trained in? Cale 
was Staying at a friend of mine’s house and she 
had a piano there with the sheet music to one of 
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“CALE WAS 
A PULSING 
HYPNOTIZING 
BASS PLAYER” 
JONATHAN RICHMAN 


Wagner's operas set upon the music stand. He 
just sat down, opened the music and played it. 
Well, YAH! Why not? ThisisJOHN CALE! So 
when he played keyboards for The Velvet 
Underground he would hypnotize you in an 
already hypnotizing band. He would move you, 
and astound you. Dark and sinister, 
multi-dimensional and able to 
call on reserves of musical 
theory and discipline on 
the level ofthe world- 
class concert violist 
that he was; it was 
sort oflike having 
Igor Stravinsky 
in your band. 
And he played 
the electrified 
viola, on 
which he was 














theinventor and still the high-water mark for 
dissonant dronein modern pop music. 

And these are just the things we know he was 
doing. You'd watch the four of them play and 
hear five people. Seriously. You'd watch 
everybody's hands. Not him. Not her... Who? 
Five! I’m telling ya. 

And right up to his last show with the band, 
on September 28, 1968 (no, I didn’t have to look it 
up — I was there and Гуе never forgotten because 
Iknew this was his last show and I was sa-ad), 
he was still experimenting with sound. He'd just 
started bringing a red solid-body Hagstrom eight- 
string bass along with his other gear. 

Inever heard him, to my knowledge, play 
anything but life-or-death, dedicated, searching, 
never-showing-off music. But by that point Lou 
Reed seemed not so much co-conspirator in noise 

as lead singer in need of accompaniment that 
" didn’t getin the way of the song. 


OHN Cale had 
Те perhaps the 
most forbidding 
presencein a 
forbidding band. 
Newcomer Doug 
Yule walked with 
bouncein his 
step and a 
. smileon 
` № hisface. № 
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CaleandReed 
atNew York's 


Café Bizarre, 
December 1965 
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F youever shouldhear of John playing а 

solo show, go one hundred miles to see it. If 
you're a musician, go four hundred. There's 
nothing quite like being ina room with him and 
a piano. No one strings chords together the 
way he does. It's kind of spooky. I've satin with 
him onstage afew times over the years. | can 
make him laugh (that's hard). If lever hear 

of him playing solo somewherel can get to, 
l'libringmy guitar and see if he'llletme sit in. 
Notonly because it's fun andl'm sure tolearn 
something, but alsoit's respect and gratitude, 
eternal. A few years ago, he was getting a 
lifetime achievement award from a cultural 
center in New York called the Kitchen; me and 
Tommy [Larkins] were requested to play.Since 
itwaseighthundred miles back from Chicago 
where we were already booked to New York, 
then right back out West after the show, it was 
sixteen hundred miles out of our way.|asked, 
"Did John himself ask for us?" He did. So back 
to New York we went. For John. Respect and 
gratitude eternal. Oh yeah, | forgot to tell you, it 
was going to be a ten-minute show for our part. 
Whatever John wants. 


“Goonehundred 
miles toseeit”: 
JohnCalein 
concert,2018 












































































































































| that’s fine with me. 
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| He laughed easily and looked like he maybe 


played in а local band. Cale looked like he played 
in a local band too, except that band would be 
local to Transylvania and they'd be playing in a 
dungeon somewhere with bats and stuff and it'd 
be 1340 or something. Their new player looked 
approachable, and he was. Go ahead! Walk up 
and say, “Nice set.” No need to be self-conscious. 
For Doug, you see, was the most comfortable 
member ofthe band in the role of professional 
musician and entertainer. 

Lou Reed did not look like he played in a local 
band. He looked like a grad student from Greece 
or France. He looked like the curious, sensitive, 
delicate genius that he was. You wouldn’t be as 
likely to walk up and say, “Great set!” But if you 
had, it could have gone either way. 

— Well, how about that tall stalwart-looking 
fellow? Better. If you walked up to Sterling 
Morrison he'd at least say thank-you and maybe 
ask you how it sounded at the back. 

— Ah... I guess Ishouldn’t approach that quiet 
shy-looking woman with the short hair. Their 
drummer, right? 

— Right. But do walk up to her, because she’d be 
the most friendly, humble and down-to-earth of 
any of these people. 

— And Cale? Nah. Just nah. 

The Velvet Underground, when Doug Yule 
joined, was already performing things like 


| “Pale Blue Eyes”, “Jesus” and “What Goes On”. 
“What Goes On” has both guitarists (Lou and 
| Sterling) playing fuzz-guitar solos, but the 


difference now is that they went with the melody 
— not like on “European Son” or “Run Run Run”, 


| or the fabulous one, “I Heard Her Call My Name” 
| of the year before. No, this new stuff had both 


more melody and more intimacy. 
They were, even before Doug joined, becoming 
less that gang of feedback and rat piss, vomit 


| anddrone misfits, and more the culturally 

| intriguing, melody-promulgating, Fender 

| 12-string and Gibson 335-playing understated 
| quartet of flower-pattern-shirt balladeers. As 


long as you’re communicating something honest, 
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"DOUG WAS 
LIKELY TO 
DECORATE 


MORE” 
JONATHAN RICHMAN 


UT did I miss Cale? Oh, God, I missed Cale! 
04 was 17! What could I not miss about 

sinister, droning anarchy; dissident, 
dissonant delinquency; as played by perhaps its 
most gifted, living exponent? And now, in the 
band's sound, there was less ofthe $39.95 electric 
guitar and less space, musically. Also, a noticeable 
shift toward the presenting of the lyrics with the 
instruments serving this. The way they sounded 
atalive show two years before Yule joined circa 
1967 had the band going wild and Lou Reed 
chanting and shouting stuffthat you couldn't hear 
so good over the top ofthis metallic experimentin 
sound. Even the slower stuff had an element of 
this. By the winter of 1969 you could hear every 
word of a slow song and бо or 70 per cent of them 
in afaster one. And Doug did add to these trends 
toward more notes and instruments staying out of 
the way of the voice. Cale had been stark and bold: 
he might grind an E-flat against an E-natural for 
five minutes, as if daring уа to do something 
about it. (Okay, not five minutes, butlong enough 
to “mess up the hair" of the arrangement.) Doug 
was likely to decorate more. In other words, 
whereas Doug would play with the chords of the 
guitars, John Cale would play reliably against 
them. Doug could make a triumphal visit to the 
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House of Dark Dis-Chord... but 
it was Cale's house. 


HESE new songs, that 
T often took as much from 
Broadway musicals as they 

did from rock’n’roll (“Here Come 
The Waves”, “Who Loves The 
Sun?”, “After Hours", “I’m Set 
Free", *New Age"), had real 
unusual structures, a lot of them. 
What I'm getting atis, it’s not fair 
to just say: “Oh, they were more 
melodic and subdued now, 
because they wanted to be big 
stars and go commercial." They 
were still subtle, challenging, 
and courageously intimate; 
justin a different way. And 
Doug added to this a joy, a 
lightness. For example, 
when this band played 
"What Goes On" fora 
packed house on a Friday 
night at The Boston Tea 
Party, there was such 
melody and magnificent 
sound in the air soaring 
around for 15 minutes 
throughout the hall over 
Maureen Tucker’s spartan, 
all-heart drumming with 
gorgeous playing by Doug that made 
these evenings of two 40-minute sets 
with a 20-minute break exultant, with 
asensein the air of a new era, even. 
The Place-To-Be in Boston on Friday 
night (fora certain crowd, at least). 

And Ido mean that “for a certain 
crowd” part. Because this band with 
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DOUG 
YULE 


OUG came tosee 
D- and Tommy 

[Larkins]play in 
Seattle about five years 
ago. lt wasnice to see 
him! He'd been playing 
fiddle in alocalband 
and gave ushis CD - 
he's a good player 
with anice touch. His 
style on the fiddle was 
very lyrical, almost as 
if making words with it 
sometimes. l'Il bet the 
fiddles he makes are real 
good, too. He was very 
friendly and down-to- 
earth, | thought.| hope 
lcan talk to him longer 
next time l'mupin the 
Pacific Northwest. 
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Lou Reed as its non-Freddie 
Mercury, non-Neil Diamond 
frontman, with his obtuse, erudite 
lyrics with at least some weird 
abstract stuffin almost every 
song, could only go so far into the 
Top 20. Foghat, Deep Purple and 
Rod Stewart weren't worried a bit. 
Imean, picture Rod singing: 


* ..And of course you're a bore, 
but in that you're not charmless/ 
"Cause a bore is a straight line, 
that finds a wealth in division/ 
And some kinds of love are 
mistaken for vision". 


Letalone Rod, picture me 
singing it. HalfthetimeI HAD NO 
IDEA WHAT THEHELL HE WAS 

TALKING ABOUT. But he was my 
hero and I copied and revered him 
as only alonely teenage boy could. 
Was Doug Yule a more conventional 
player than Cale? Yes. But Jimi 
Hendrix was amore conventional 
player than Cale! Anyone in rock... 
Imean, who wasn’t a more 
conventional player than Cale? But 
Doug added a different “playing 
against type” tone color palette and a 
lightness to a band that wanted to 
gosome place they hadn't been 
before, and deserves respect. 


"ттен Richmansneuw musical 
НЕЕ] series, Just ASpark, On 
ww  dourneyFrom The Dark, 
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"Still challenging... 
justinadifferent 
way :Doug Yule 
(left) withReed, 
Morrisonand 
Tucker, 1970 
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“АВЕ YOU AWARE 
OFTHISBATTLE?" 


A RE youaware ofthis battle? About what 






we call equal temperament? 
Yousee, guitars, pianos... in fact any 
keyboardinstrument or any instrument with 
fixed frets*is made so you can play itin any key 
without having to adjustit with each change of 
key. Thisis great. But this “equalizing” of pitches 
thatin pure soundare not quite so equalis a 
compromise in any scale you play on such an 
instrument. And this compromise bugs some 
musicians. |now quote from Stephen Walsh's 
book Debussy: A Painter In Sound: 

"Debussy sat at the piano and started talking 
temperament, thatis, the different possible 
tunings of the notes in the octave. Everyone 
knewinstinctively that when yousing, or play 
the violin or the flute or the trombone, you vary 
the exact pitch of any given note according to 
its context. This isn't just a question of singing 
or playing out of tune. Your B willbe fractionally 
sharper if the next note is the C just above than 
if the next note is the A below. This is the way 
we feel melody. Butit's a terrible nuisance 
for keyboard players, who only have one B, 
whichever way the musicis heading. Moreover, 
if youtry andtune apiano by the cycle of 
perfect-natural-fifths it turns out, infuriatingly, 
thatthe 13th fifth, which oughtto come back to 
the starting note, willactually be appreciably 
sharp.(Interms of the mathematicalratios of 
the musicalintervals, this is because 1.5 to the 
12thpower is slightly more than 2 to the 7th 
power.) In Bach's day, this inconvenient fact 
about Nature meant that keyboard players 
couldnot play inremote sharpor 
flat keys, because the tuning 
was all over the place, andit 
was to solve this problem 
that equal temperament 
- the compromise tuning 
demonstratedin The 
Well Tempered Clavier 
- was invented.” 

The avant-gardists in New 
York, like Debussy inhis time, ( ч 
wanted to go 'backto nature". LaMonte 
Andthey did.LaMonte Youngand СТ: 
Terry Riley are good examples, Andif you're 
a Velvet Underground fan, that sound that you 
like is partly this play with pitch in their music. 
Especially Cale, whostudied withLa Monte 
Young and Terry Riley, was into this. 

It does make adifference. We have a piano 
in our house intentionally not tune in equal 
temperament. The interval between the root 
note and the major thirdis one we re used to 
hearing as guitars and pianos play it. But... 
the ‘natural’ major thirdisless sharp and 
feels different; it's subtle butit's there. Also, 
any key youplay inhasadifferent feel 
fromthe nextkey when youre notin equal 
temperament. To understand the Velvets 
feel, be aware of this ‘Battle’. 

*Thelutehas adjustable frets. 
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Recording theself- 
titled thirdalbumat 
TTG StudiosinLA, 
November 6, 1968 
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ion arenge J ohn Cale, the third album, 


Loaded d being mistaken for Lou Reed by David Bowie... 


Photoby SANDY SCHOR, COURTESY VUAS 


UNCUT: You saw The 
Velvet Underground 
play before you joined 
the band. What were 
they like live? 

DOUG YULE: The 

| firsttimeIsaw them 


John was sick and so all 
Isaw was Lou, Sterling 
and Maureen. They were playing in a dark room. 
Iremember Lou was wearing black leather. They 
had presence - and substantial volume! 





You joined the band, then in a matter of 
weeks you went into the studio to record the 
third album. That must have been quite an 
intense experience... The first weekend we 
played together, I was trying to learn everything. 
"What chords for this song? What do I play in this 
song? What do I sing in this song?" That, over 

and over. By the time I got into the studio, those 
concerns had evaporated. When we recorded 
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was at Harvard University. 















































| The Velvet Underground, we were in a small 


studio with a tiny control room attached to it. 
That's my memory. But it was probably much 
roomier than that. 


John had left very 
recently, soLou, Sterling 
and Maureen must have 
been redefining how 
they worked together on 
the hoof - and how they 
worked with you, too. 
That’s true, yeah. John and 
Lou pushed against each 
other a lot. It was a constant 
tug of war until Lou found 
himself as the main guy, the 
main songwriter. He didn't 
have alot of opposition and 
everything was much more 
co-operative. He seemed to 
be having a good time and 
seriously enjoying himself. 
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With Sterling and Maureen, I can imagine it 
would bea totally different kind of thing. 


What do you remember about the sessions 
for The Velvet Underground at TTG Studios 
in Hollywood? It's my favourite album because 
itis the closest to the band sounding like playing 
live. We recorded the tracks with all four people 
in the room, then overdubbed vocals and 
harmonies. We were staying at the same 
bungalow at Chateau Marmont. We’d go to the 
studio together, we’d go to the Chateau together, 
we'd go out and eat together. 
We were a little band of gypsies. 
Normally, we alllived in New 
York and we'd go home over 
the weekends to our own lives. 
I wouldn't see the rest ofthe band 
again until it was time to go out on 
the road again. For this period, we 
lived and worked as a group. We 
were very close. 


Staying with California, you 
played multiple shows at 
the Matrixin San Francisco 
during late 1969. Tell us a bit 
about them. I think we did the 
West Coast for 6-8 weeks and we 
travelled together, lived together, 
ate together. In a way, it was a 
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DOUG YULE 


little bit like when we recorded the third album. 
At the Matrix, the room itself was pretty intimate 
— the size of a garage. Some nights, it was really 
crowded and some nights you’d get 15-20 people. 
It was laid-back, very casual. Lou was talkative. It 
seems to be around the time where he started to 
pretend I was his brother. 


Wasn’t that around the same time you first 
met Jimi Hendrix? Yes. We first ran across 

him at the Whisky A Go Go. He was with Mitch 
Mitchell. He jumped up and down during our set, 
banging his glass on the table, really getting into 
it. He came up to us after and we talked a little bit. 
He left us sitting there with our mouths open 
thinking, ‘Did that really just happen?’ The next 
time we met him, we were in the Record Plant in 
New York. He came out from the studio, walking 
down the hall with a cup of coffee, and he goes, 
“Tremember you guys from California!” So we 
stopped and had a conversation. Then he went 
backinto the studio. 


Whatdo youremember about the Loaded 
sessions? Loaded was recorded in New York. 
It was focused and commercial. Steve Sesnick, 
the manager, convinced me to think more 
commercially. So we started out softly and 
eventually Loaded wound up with more 
FM-sounding songs like *Who Loves The Sun", 
“Head Held High" and “Sweet Jane". 


They'rebrilliant songs though! *Sweet Jane" 
started out as a soft ballad, then it became a power 
song. That wasn’t Sesnick’s idea. It's pretty much 
the band who wanted to make any changes to the 
songs - we'd play them live and make changes 
depending how we felt. There were no major shifts 
during production. We played everything live — 
even “The Murder Mystery" from the third album, 
although we only ever played it live once. 


Didn'tDavid Bowie once mistake you for 
Lou? We played at the Electric Circus in New 
York. Somebody came up to us afterwards and 
said: “There’s this guy here who wants to meet 
you.” He had an English accent - and since The 
Beatles, Ihave been enamoured of things out of 
England. He was enthusiastic and we talked a 
little bit and then he took off. About 20 years later, 
hetold this story that he thought he'd been 
talking to Lou all along! 


What does Billy, your brother, do these 
days? Helives in Marysville, California. He 
collects Mini Coopers. He has an estate wagon 
that he reconditioned and he's got a bass drum in 
the back with a Beatles logo on it. MICHAEL BONNER 
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. UPSTAIRS 
| was 
separate 
fromtherest 
| of Max's. 
There was 
abar there 
and chairs in 
frontof the 
stage. Whenthey cleared out 
the chairs, if there were 100 
peoplein thereit would feel 
way packed. Asl remember 
it, The VelvetUnderground 
were the first people to play 
upstairs that summer. think it 
was Thursday through Sunday. 
| wenttothe opening night - 
and whenthey extended the 
engagement, |kept going back! 
Onstage, Lou wasin the 
middle, Sterling stage left, Doug 
Yule on the other side and Billy 
Yule filling in on drums, because 
Moe was pregnantat the time. 
Max's was not alarge-scale 
venue. The stage wasmaybe 
8-10 feet deep - enough to 
setup arocknrollband. It was 
very casual - like ahangout. 
For the first set, you'd watch 
the Velvets play but then for 
the secondset, which cleared 
out theroom alittle bit, you'd 
dance to What Goes On’ or 
"Beginning To See The Light’ or 
whatever they were playing. 
They were about stretching 
out the songs. If youlisten to 
The Velvet Undergroundlive 
records that came out from 
around then, they had fun. Lou 
played guitar, Sterling took his 
leads - butit was very loose. 
They were making Loaded at 
the time, so they were working 
outsome ofthe songs - "Sweet 
Jane", Rock'n'Roll’. But they 
dippedinto their catalogue. 
They dstretch out, ride the 
drone and you could dance. 
Billy Yule straightened out the 
Velvets sound. Maureen was 
anidiosyncratic drummer. But 
whenBilly took over for those 
Max's dates and the Loaded 
sessions, the band became 
more traditional - inthe same 
way, Doug Yule added a more 
traditional creative input into 
the band. Thats what made 
itnormative, up there, dancing 
to them. The group were 
at their most accessible, in 





| 
| 
| 
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acertain way. It's possibly 
why Lou - among several 
other reasons - decided that 
he had taken this particular 
configuration as far ashe 
could. He probably wondered 
what might be coming. 

At that time, the backroomat 
Max's was transforming from 
the Warhol theatre people 
to amore music-orientated 
scene. Visiting rock musicians 
would hang out there. Rock 
journalists, too. You'd find Lillian 
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Roxon holding court ata table 
andthen Andrea Whips would 
getuponatable and take off 
her clothes. 

[can only imagine whatit 
musthave beenlike for Lou - 
becauseina weird way, that's 
how thebandstarted, playing 
atthe Cinematheque or for 
Warholparties. This was the 
first time they'd played in New 
Yorkin three years andnow 
here he was, looking out at the 
scene and thinking, l' ve been 
here. Where aml going? What 
amldoing? Maybe thisis what 
led tohimleaving the band. 

[look on Lou's spiritual quest 


| 
ге 


;. asmovingfrom confrontation 
| toillumination. Youhave the 

‚ demimonde of drugs and 

; sexualrealisation on the first 

; album, through the chaos and 
| psychotic dislocation of the 

; secondalbum- what's that 

‹ пе, “Reverse the inverse of 

: perverse? -and then by the 

| third album, “l'm beginning to 

‚ seethelight." There youare! 

| Finally,onthe fourth album, 

| hehasfoundsalvationin 

| rock'n'roll: "Hey, it was allright.” 


It's like the Alexandria 
Quartet - sometimes you 


. need four albums tosee all 

| the dimensions. Youhave the 

; wholestory, right there, with 

| The Velvet Underground. It's a 

‚ great tale - but sometimes you 
| needtochange the channel. 

; [think that's what Lou's whole 

| thing was about. He liked to 

‚ unsettle himself. He liked to 

| challengeit. 


| first met Lou upstairs at 


|. Max's. Wesatatacorner table, 
‚ chatting. We both hadan 

| interestinold doo-woprecords 
;. andEChorror comics. Infact, 

| lloanedhimmy collection of 

‚ ECcomics.Hestillhad them, 

| afterheleftthebandand 

. retreated toLonglsland. Then, 

| oneday,Igotanenvelopein 

; themail-he'dreturned them 

| tomellstillhave them upstairs. 

‚ They have Lou's eye tracks on 

| them! That time in Max's, he 

‚ also toldmehe waslooking for 

| adoo-woprecordby Alicia & 

' TheRockaways - aLonglIsland 
| grouphemusthave heard 

‚ locally whenhe was growing 

‚ up.lactually foundit for him 

; about 10 yearslater -sol 

| was able to fulfil his dream of 

‚ hearingthatrecord again. 

|. MICHAELBONNER » 
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THE VELVET UNDERGROUND 








IT WASN'T, 
THEREAL 
THING 


In 1971, the Reed less Velvet Underground landed 
in London. RICHARD WILLIAMS was there... 


















































Y thetime The Velvet keyboardist Willie Alexander ae 
Underground finally and bass guitarist Walter Powers |o VELVET UNDERGROUND 
arrivedin Britain, they | -failedtoreignite any ofthe Неше, e a sed paap Yule W 
were unrecognisable original band's spark. den; алатын и жыгу 
Мүк клы? from the group whose “What we saw that night," АҒЫС 'S"manquerage The 
densi fL first album, released only four I wrote in the following week's | drummer KC p 
and a half years earlier, had Melody Maker, “was a travesty, а TX “уда age, and ane 
^" proposed ап entirely new masquerade. They began withtwo М fewer and bassist William 
direction for rock music. Just pastiches of early Velvets songs, | tenn Sealing errem se ме 
about the only thing they had in common with Tm Waiting For The Man’ and | тарым mt gal bus 
the original band was the name. In some eyes, ‘White Light/White Heat’. | pastichen of eariy Velvet Man 
: : tod "Міне «(Light Г White 
that was more than they deserved. Danny Fields, | Alexander looked terribly nervous Мен." м Мы мт. 


manager ofthe Stooges and the Ramones, of Reed's phrasing, both on guitar 
christened them the Velveteens, which seemed and voice. His vocal fills on the 
to fit pretty well because whatever they were, it latter song reproduced Reed's 


m". a= = = = 
a 
dr 
и 
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fray to teach medievalliterature atthe University | upandreduced to triviality. 
of Texas. They still had Maureen Tucker, though, "Asthey wentinto one of 
which was probably what persuaded megoalong | theirown numbers - called, 


ica de re - 


cwn 
believably 








hangout favoured by the rock'n'roll elite just —I got up to go, unable to stand it noticed the beads of | nervous 
north of Oxford Circus, on October 6, 1971. any more. I was moving out when E ‘wee ""*umae wi. Was a flat rented for them 
It was not a happy experience, particularly for Ilooked atthe bassist's face and at 55 Brompton Square in 
someone who had followed the band's progress noticed the beads of nervous sweat Knightsbridge: a very nice address, 
with enthusiasm since the release of The Velvet beneath his eyes. They looked like tears. thetoss ofa hymn book away from the hallowed 
Underground And Nico in the spring of 1967. They should have been." precincts ofthe London Oratory. The Lower East 
Notwithstanding Tucker's presence, and Today that might sound harsh, but the Side this was not. 
that of Doug Yule, they and latest additions — band's performance really was a sad parody They were all present, as was Steve Sesnick, 
of music i heid dear. They could get away their manager, who had encouraged Reed to 
| } = eu Withit, toan replace John Cale with Yule in the interests of 
Аи d И maeti the now" Val Se ерасыл SN | extent, only moving the band towards a more audience- 
T SR Ad elvet Unde Laon und. because friendly approach. Now he was looking after a 
ао ur и = [^ to pe ап interest band in which Cale’s replacement had moved up 
ue ie UM sla 3a gem е інде ет E e іп Тһе to replace Reed. For a while Yule's looks fooled 
"e Dae Li x: d FT ы ен Velvet some people into thinking that the band's 
-— Hs mans ci pn doo en oes Underground's erstwhile lead singer, lead guitarist and chief 
zr К қолы nie " "" равбасһіеуетепів | songwriter had never ей. 
very hona Ts пе Ere mg end ue al was stillthe Astheinterview progressed, Yule did pretty 
ИИ ЭКҰ rir dM ii preserveofafew. | wellallthetalking. Tucker, who had a baby 
Ret IR what wa қ rg bey Er Still, Iwas daughter to look after, was barely present. 
ЖАГ: ЖЕП ns ш curious enough Alexander and Powers appeared to accept 
k | pen. рм гт rm ТАТЫ in ж. to have arranged their role as hired hands who had no real stake 
CEA еден Nace АСЕН an appointment ina band that, at that stage, seemed destined 
cartes omen, i Қу E an зар ҮЕ to interview to rank somewhere below The Strawberry Alarm 
mine ГУ. : Powers, : pink чө eh the them the next Clock and The Applejacks in the grand history 
vier. ota hen Wu © Tucker ; T a Ext | ү: am day. Thelocation of rock. 





the New York scenemaker and sometime and Yule produced fair imitations organ's | keyboard, | 
4: '& phrasing, gu 
ing "оке. Mis wee al Hits an а 
latter song repreduc 
recorded work exactly, which 
seme jindiralión of the 
jowly alma of (his band, 
Аз for Maureen, | thoughi 


їн 


she was great 
3 • plain giri, che Имей her sticks 
wasn't the real thing. work exactly, which gave some lo peny-ial hei 


Berde neal tempt- vea 
мі ap amd reduced to iriri ality 
a happened la '"am-pu-La- 
Shana 77) amd "Cool It Dewn * 
was merely pastable. 
Ал thay weni inta one of their 
тте Ben Оп The 
e • e е Farm, | gei ыр № üü, unable 
to witness their gig at the Speakeasy, a basement unbelievably, ‘Down On The Farm’ ia sand d ony тетін ы 
inaked af (kt bassisi's lace and 


А plumpitt, 


hi for each 


No Lou Reed, who had left the band during the indication of the lowly aims of this She sure hit "em hard. ies, and 
recording of Loaded just over a year earlier. No band... ‘Rock And Roll’, one of im the. "аала! Mer, e 
Sterling Morrison, who had withdrawn from the Reed's finest songs, was speeded QU қа ғай uw M, das эм 


called, ып: 


hén 1 























Maybe the coolness ofthe audience's response 
the previous night had something to do with it, 


butthe mood among the band seemed downbeat. 


Yule's memories of joining the band in October 
1968 were hardly sprinkled with stardust. “It was 
a Wednesday," herecalled of the day he had a 
meeting with Reed, Morrison and Tucker in the 
back room at Max's Kansas City, during which he 
accepted their offer, “and on the Friday we went 
toa gig in Cleveland. The only place worse than 
Cleveland is Cleveland when it’s raining.” 

Born on Long Island, he had moved to Boston 
and served his apprenticeship with local bands 
such as The Grass Menagerie, whose members 
included Alexander and Powers. He got to know 
the Velvets during their several visits to play at 
Boston’s Tea Party club. Now, at 21, he was the 
youngest in the band by five years and the least 
experienced by a long way. To Reed and Sesnick, 
he was unlikely to disturb the equilibrium by 
promoting the sort of far-out ideas in which Cale 
had specialised. 

Powers had been recruited a couple of months 
after Reed’s departure in August 1970, during the 
Loaded sessions, when the other three made the 

















decision to carry on without their former leader. 
Alexander was co-opted a year later, after 
Morrison’s departure and shortly before they set 
off for Europe, by which time Tucker - who had 
taken time off to have her first child - had 
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"IFEELVERY 
LITLE 
KINSHIP WITH 


THE OLD BAND” 
DOUG YULE 


returned to replace her temporary substitute, 
Doug Yule’s brother Billy. 

They had been hoping to record a second studio 
album for Atlantic, to follow Loaded, only to 
discover that the label was planning instead 
to release tapes of their last shows with Reed at 


The Velvets redux: 

‚ (l-Ņ)Doug Yule, Willie 
m Alexander, Мое | 
Tucker and Walter 
PowersinHilversum, 

the Netherlands, 
October 11, 1971 


Max's, recorded by a Warhol associate, the artist 
Brigid Polk. Yule's thoughts on this turn of events 
may have been coloured by his view of the club. 
"It's all full of playwrights and drag queens,” he 
told me. “Very entertaining, as long as you have a 
few beers. I make Ка practice not to stand still too 
long in Max's." He had no interest, he said, in 
Polk'stapes. 

Asked about the consequences of Reed's 
departure, he affected indifference: "It didn't 
matter much. People ask what happened to him. 
Last night at the Speakeasy some guy thought 
Iwas Lou, but I didn’t care. I let him go away 
thinking that." But he was clearly bothered by the 
idea of existing as, in effect, a sort of legacy band. 
“We play what we have and what people know, 
which is basically the old songs, but we'd just as 
soon forget 'em - except for a few golden oldies 
like, oh, ‘Heroin’.” But, he added, there had been 
changes in the way those favourites were played. 
"If you ever heard the old band, then you know 
that the way we're playing ‘I’m Waiting For The 
Man’ is much more contemporary. It has a modern 
rock guitar solo and funky piano, for instance." 

They had alot of new material, he said. “Most 


GIJSBERTHANEKROOT/REDFERNS 
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Yule, Alexander, 
Tucker andPowers. 
Bottomleft:ads for 
simultaneous VU 
andLouReedgigs, 

| November 1971 


J 
* 


Pd %, ofitistrash. Butwe 


never get time to 
rehearse, because 
we're too busy playing. 
- So we play what we 
have. Personally, I feel 
very little relationship 
with the old group. 

Everybody except 

_ Moe and Steve wants 

to change the name, 
but I guess there are drawbacks. We wouldn’t get 
booked so much. So we'll have to carry on putting 
up with the old stigmata." 

By the end of the tour, realising that there was 
nofuture for the band with Atlantic, Sesnick had 
somehow managed to persuade Polydor to give 
him the money to make an album in London. He 
informed Tucker, Powers and Alexander that they 
were now surplus to requirements and Squeeze, 
the fifth and final studio album to appear under 
The Velvet Underground's name, was to all 
intents and purposes a solo album. Yule wrote 
all the songs and played all the instruments with 
the exception of the horns and drums, for which 
Deep Purple’s Ian Paice was credited (echoing the 
incongruous appearances of Rick Wakeman and 
Steve Howe on Reed's first album for RCA). 

Desperate revisionists might try to claim 
otherwise, but Squeeze was and remains no 
more than a competent trundle through the 
catalogue of early-’70s rock clichés, devoid of 
si и ariginality and fully 
| ST deserving its obscurity. 
| LO U R Е Е D Elsewhere, as younger 
whos «nao. Он munspav. Noveme 2 | {musicians began searching 
| for the inspiration that 
| would enable them to 
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| MEMORIAL НАЦ. BARRY. SOUTH WALES 









C UR V ED A R | confront and defy the 
„жааты а Corporate rock machine, 
| GROUND HOGS anew chapter ofthe real 
mete ees _ Velvet Underground 





pex UNDERGROUND 
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| story was just starting 
to be written. ® 









“PROMINENT MEN” 
PEEL SLOWLY AND SEE (POLYDOR, 1995) 


influence inlater years, but this early 

acoustic Velvets number certainly bears his 
unmistakable imprint. Recordedin mid-1965 at 
John Cale’s Ludlow Street Loft, it's practically a 


{ REED would often downplay Dylan's 


Freewheelin outtake, with wheezy harmonica, 


earnestly anti-establishmentlyrics andaReed 
vocal that earns the Dylan-esque sobriquet. 
Imagine a weird alternate universe where Reed 
never met Cale or Warhol and became just 
another Greenwich Village folkie. 


“MISS JOANIE LEE” 


VELVET UNDERGROUND AND 


NICO, 45TH ANNIVERSARY SUPER 
DELUXEEDITION (POLYDOR, 2012) 
Reed took his minimalist ethos toits 
logical extreme with “Miss Joanie 
Lee", a brutal thud that makes "Вип 
Run Run” sound like Steely Dan. Тһе 
10-minute boogie was captured 
during arehearsalin early 1966 and 
thennever heard from again. But it's 

a blast, occupying that no man'sland 
between Bo Diddley and Sonic Youth, 
with impossibly raw guitars | 
crashingup against Reed and 
Cale'slusty harmonies. 


"MELODY LAUGHTER" 
VELVETUNDERGROUND 
ANDNICO, 45TH 
ANNIVERSARY SUPER 
DELUXEEDITION 

(POLYDOR, 2012) 

“Twenty-nine minutes of 
torture’ ishow Moe Tucker 
describedthis free-form 
excursion, recordedlive by an 
audience member in Ohioin late 
1966.Her painis our pleasure, 
however. "Melody Laughter’ is a 
thrilling example of the VU at their 
most sonically adventurous, with 
Tucker's proto-motorik thump 


= 


providing asturdy bedrock for the rest of the 
gang (Nicoincluded) to make some terrific 
noise. Whenitall comes together towards the 
end, it's as beautiful as it gets — the Exploding 
Plastic Inevitable in allits bizarro glory. 


"IT WAS A PLEASURE THEN" 
CHELSEA GIRL (VERVE, 1967) 

A disquieting, skeletal drift, "It Was A Pleasure 
Then’ sticks out like a sore thumb amid the lush 
flutes-'n'-strings of Nico's Chelsea Girl debut. 
It'snot officially apart of the VU canon, butit 
may as well be; Nico's accompanimenthere is 
none other than John Cale andLouReed. Asher 
comrades rumble menacingly behindher, Nico 
sings obliquely of lost innocence and ‘shattered 
minds." Apreview of her darker work tocome. 


"IMNOT A YOUNGMAN ANYMORE" 
WHITELIGHT/WHITEHEAT 45TH 
ANNIVERSARY SUPER DELUXEEDITION 
(POLYDOR, 2013) 

Recorded atNYC’s Gymnasiumin 1967, "l'mNot 
A Young Man Anymore’ wasunknownto all but 
the most hardcore of VU faithful untilit surfaced 
onabootlegin the 2000s. It's definitely arough 


over, perhaps waiting for inspiration to strike. But 
the Velvets transform it into something magical 
and hypnotic, arough-edged R&B number 
bolstered by Sterling Morrison s monomaniacal 
guitar figure, going round and roundinto infinity. 








VELVET REVOLUTION 


10 deep cuts from the catalogue 


| “GUESSI'MFALLINGINLOVE” 

| WHITELIGHT/WHITEHEAT 45TH 

' ANNIVERSARY SUPERDELUXEEDITION 

‚ (POLYDOR, 2013) 

| The VUattempted “Guess I'm Falling In Love" 

‚ during the White Light/White Heat sessions 

‚ butforsomereasonReedneglectedto record 
‹ hisvocal. Thislive version, also taped at the 

: Gymnasium, will do nicely, though, offering 

| righteously heavy choogle from start to 

| finish. Once again, Morrisonis the star with 

| twoabsolutely ripping (yetsomehow quite 

' elegant) solos, landing somewhere between 


THE UELUE 
UNDERGROUND 











Chuck Berry and Steve Cropper. 

If Verve hadreleaseditas asingle, 
this tune might've been the Velvets' 
mainstream breakthrough. 


"COUNTESSFROM 
HONGKONG 
PEELSLOWLY AND SEE 
(POLYDOR, 1995) 
Aslinky and seductive number from 
late 1969, “Countess From Hong 
Kong’ gotlost somewhere between 
the band's self-titled third LP and 
Loaded, only existing as ahazy demo. 
Butit's well-worth discovering, thanks 
ta Reed and Morrison's delicately 
interlocking guitars andacoy vocal 
fromLou. Thesongalso features 
the return of the harmonicato the 
VW arsenal, adding to the dreamy 
№ atmosphere. {Па sounds familiar, 
1 it'sbecause Beck borrowedit for his 
"Beautiful Way" 30 years later. 


"OVER YOU" 
| THEMATRIXTAPES 
(POLYDOR/UNIVERSAL, 2015) 


е? Like “Countess”, "Over You" is the 


rare Velvets cast-off that Reed 
didn't eventually dust off for his solo 
Career.It'shardto see why heleft 
itbehind; withits chiming guitars, 

~ Sugary melody andlovelornlyrics, 
itcould' veslotted somewhere on 
Transformer or Coney Island Baby. 
As it stands, we only havea few 

| Kverecordings, allof whichinclude 
sparkling Morrison solos. Reed often 


| introduceditashis "Billie Holiday song" and you 
| canimagine Lady Day singing along. 


"FOLLOW THELEADER" 


‹ THEQUINE TAPES (POLYDOR/UNIVERSAL, 2001) 

| Asayoung Velvets fanatic, the great guitarist 

' Robert Quinelugged ataperecorder to anumber 
‹ of the band'slate 1969 SanFrancisco club dates, 
| preservingseveralunique moments for posterity. 
‚ While it may have been performed onthe West 

| Coast, the positively danceable “Follow The 

| Leader” sees Reed looking - as always -towards 

| hisbelovedNYC. "New York! New York City!" he 

| chantsoveraproto-disco groove that stretches 

| outhypnotically over the course of 17 minutes. 


‚ “FRIENDS” SQUEEZE(PoLYDOR. 1973) 

| Isitsacrilegetoinclude a song from Squeeze, the 
; much-maligned post-Lou VU album? Maybe. А 

| Doug Yule solo effortin all but name, theLPhasa 

| badrep.Butthisbittersweet McCartney-esque 

|. balladisakeeper, with Yule singing about puppy 

| loveinhissoft, quivery "Candy Says’ voice. It's a 

. million miles from "Sister Ray", but that's all right. 

. [heresevenaSqueezereappraisalin the works: 
| Velvets disciples Luna recently covered ‘Friends’, 
| givingitan appropriately lovely soft-rock sheen. 


draft, with Reedrepeating asimplelyricoverand | TYLERWILCOX 


| YouAreBeautiful And You Are Alone: 

: TheBiography of Nico by Jennifer Otter 

| Bickerdike is published by Faber on July 1; 

| new Velvetsreleases from Verve/Universal are 
| expected during the summer 
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The unstoppable RHIANNON GIDDENS has spent a career 
recovering the African-American histories buried in folk music. 
Now, locked down in Limerick, she tells Laura Barton how her 
latest album - including a bunch of *old sad songs" - remind her 
of home and of generations past. “I am the sum of everything 
that I do,” she explains 


Photoby KAREN COX 


HIANNON Giddens sits in her kitchen, hair pulled back, wearing a 
maroon sweatshirt, waiting for the washing machine to finish its final, 
furious cycle. For the past year, the Grammy-winning singer, fiddle and 
banjo player has been shored up at her home in Limerick, discovering, 
for the first time in 16 years, how to live a life other than that of a touring 

musician. It has not been an entirely elegant process. “Everything 

has been a learning curve,” she says: the relentless slog of cleaning and 
housekeeping, the notion of keeping more than two weeks’ worth of food in 
the house, teaching herself how to cook the dishes she remembered from 
growing up in North Carolina. “I probably went overboard baking 
biscuits,” she says. “Just to try and fill that creativity.” 
This is the longest Giddens has ever been away from her American 
homeland. Although she relocated to Ireland when her children, 
now eight and 12, began Gaelic-language school - and her new 
partner and musical collaborator, Francesco Turrisi, is also 
based in the country - she has travelled back and forth 
between the States and Ireland every few weeks. Last year, 
ofall years, was a particularly hard time to be away from 
America. As the Black Lives Matter movement spilled № 
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RHIANNON GIDDENS 


out across the country and the 
November election was followed in 
January by the storming of the Capitol, 
Giddens looked on with a feeling of 
helplessness. “All I could think about 
was what was going onin my home and 
how I couldn’t be there,” she says. “Not 
that I think I could have done anything, 
but even just to add to the conversation, 
to bea positive energy there, to support 
the people doing the work... It was really 
tough to feel I was stuck here.” 

She wrote a song, “Build A House”, 
with the cellist Yo-Yo Ma, to mark 
Juneteenth - the annual holiday 
commemorating the end of slavery 
in the United States. "WhatcanIsay 
about what's been happening, what's 
happened, and what continues to 
happen?” she wrote on Twitter. “There 
are too many words and none, all at 
once. SoIlet the music speak." 

“I did what I could,” she says now. 
“But I was just a mess. My children 
asked, ‘Mommy, why are you crying?’ 
And I thought: ‘How can I explain this 
to you...?”” 

Belonging is acomplex subject for 
Giddens; one that has run all through 
her life and career, from her days of 
studying opera at Oberlin to her explorations of Gaelic 
lilting, old-time banjo, classical composition, covers, 
collaborations and on to her new album, They’re 
Calling Me Home, made during lockdown with Turrisi. 

The sense of dislocation that Giddens draws on in her 
creative work began early in her life. The daughter ofa 
black mother and a white father who divorced when 
she was a baby, Giddens was raised with her older 
sister in rural McLeansville by her maternal 
grandparents until she was eight, later moving into the 
city to live with her father. It was an early collision of 
influences - of race and geography and generations, 
and ofthe music her grandparents loved, from blues, 
old time and jazz to the '60s folk revival-led record 
collection of her father. 

“Being a multiracial child in North Carolina, there's 
a lot of crossroads that go through there," she says. 
"We're not the mountains, we're not the plantations, 
we're this mixture of all of these things.” Greensboro, 
her home city, is where the civil rights sit-ins began in 
1960, when four African-American students refused to 
leave a Woolworth’s lunch counter after being denied 
service. “Greensboro is very diverse,” says Giddens. “I 
think I miss that a lot being here. I miss seeing people 
who look like me. That’s what I saw, growing up, going 
back and forth between the two worlds — black and 
white — and seeing how similar they both were. It's a 
particular kind of vibe which I think really set me up 
for everything that I’ve done afterwards.” 

“She has this rare voice that can cross boundaries,” 
says T Bone Burnett, who’s worked on and off with 
Giddens since 2014. “She has a heavy dose of civil 
rights, and Nina Simone, and then she’s got all this 
folkloric side of herself. She’s an extraordinary artist.” 


“Неве music 
ѕреак":Сіаадепѕ 
in2013 


© duet with 
Yo-Yo Ма 


Y her own admission, Giddens was always 

“a hardcore nerd”. An introverted child who 

loved video games, Giddens later attended the 
residential North Carolina School of Science and 
Mathematics, with the expectation that she would 
continue her studies at college. 
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Music had been a constant in her life: watching 
the Hee Haw country music variety show with her 
grandparents, listening to her uncle's bluegrass band, 
scouring her parents' record collections and singing 
harmonies with her sister. She had sung since a young 
age, displaying a natural talent that her parents 
sought not to hothouse or pollute, refusing to let her 
take voice lessons until she was 16. This meant that 
by the time she joined the youth choir in Greensboro 
and began to learn about posture and breath and 
discipline, Giddens' voice was distinctly her own. 

It was through music that the Nerdish misfit found 
her ‘tribe’ — first at youth choir, then at a choral 
summer camp and in her extracurricular activities 
at school: forming ana cappella group and joining 
asociety celebrating Native American music and 
dance (Giddens has Native American heritage on her 
mother's side). Soon she began to question her love 
for algebra and algorithms, before applying to the 
Oberlin Conservatory of Music in Ohio. 

“When I went to Oberlin I didn’t know how to read 
music,” she says. “I was a total blank slate. But I just 
fellin love with Western art music. Itwas adream 
come true. I was in the front row of every class. I was 
just like: ‘Oh my God! Give it to me!" 

It was only after graduation that she began to 
question her commitment to opera. “I thought, ‘What 
can I doin this that a million other sopranos can’t do 
as good or better than те?” she says. “What do I have 

to offer this art form? What am I saying with it? Iwas 
very on the fence, and you can’t really be on the fence 

as an opera singer. It’s 150 per cent or nothing.” 

Giddens returned to North Carolina with no real 

Sense of direction. She took a part-time job, played 
with a Celtic band, found other pastimes. At Oberlin 
she had “got hooked” ona form of folk dancing named 
contra dance “thinking it was Jane Austen English 
country dance”, and was shocked to discovera 
thriving contra dance scene in her home state. “And 
that's whereI discovered old-time music - at dances," 
she says. “And I fell in love with that sound, that old 
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sound, the bluegrass hee-haw sound." 

Giddens believed that bluegrass was a music 
invented by and belonging to white people, but as she 
dug deeper into her new musical obsession, she came 
to see that this was not the case at all. “And then when 
I found out that the banjo was an African-American 
instrument - that’s when I found my purpose." 

Crucial to her new vocation was a 2005 meeting with 
the legendary fiddle player Joe Thompson at a festival 
called Black Banjo Then & Now. Giddens, ever the 
Nerd, had read a book named African Banjo Echoes in 
Appalachia, and knew that Thompson was the lastina 
long line of Southern black fiddlers who for some 200 
years had passed down their songbook of string band 
and square dance music. Giddens was determined to 
carry his lineage on. 

A job at the Macaroni Grillin Greensboro, where she 
sang arias to diners, earned Giddens enough to buya 
fiddle and a banjo, and now she doubled down in her 
learning. “A black woman picking up the banjo and 
furthering an almost dead oral tradition," she notes. 
“Even then I wanted to do something worthwhile. 
Ithought, ‘That’s important, I should do this.” 


T thatsamefestivalin 2005, Giddens met 

two other young multi-instrumentalists, 

Justin Robinson and Dom Flemons. Over 
the following months, the three regularly travelled 
to the small North Carolina city of Mebane to visit 
Thompson, learning his way to play songs such as 
“Polly Put the Kettle On" and “ОР Corn Likker”. Out of 
these visits, their band, the Carolina Chocolate Drops, 
emerged; their debut, Dona Got A Ramblin Mind, 
consisted of their Thompson-schooled repertoire. 

It was their 2010 cover of an R&B tune, Blu Cantrell’s 
“Hit Em Up Style”, that found the band attention. The 
album that followed, Genuine Negro Jig, topped the 
bluegrass charts, scored a Grammy and secured sold- 
out tours. Still, as Giddens looked out from the stage 
night after night, she saw that their audiences were 
mostly white, relishing what they perceived as the 
novelty of a black string band. At first dismayed, and 
then frustrated, Giddens quickly convinced herself to 
seize the situation as an educational opportunity. 

“We kept getting asked questions,” she remembers 
of that time. “As ifjust being black with banjos was 
enough for people to be like ‘Whaaaat?’ So as a kind of 
protection we started working that stuff [the history of 
back string music] into the shows and saying, ‘Well 
these are the facts, stop asking us questions!" 


CAROLINA CHOCOLATE | 
LUMINESCENT 0 sre j 
1. HIT "EM UP STYLI | Awards. There is, clearly, still 
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The trio's breakout album was their 
first for amajor label, and helmed by 
producer Joe Henry (Allen Toussaint, 
Elvis Costello), proving they were 
more than justanovelty hoedown 
act, andbringing a certain polish to 
proceedings. Attention fell on their 
cover of Hit'EmUpStyle", but takes 
on “Cornbread” and Butterbeans" 
and Sandy Boys" were justas 
striking. 7/10 








"m 
c | E | For her solo debut, 
Giddens stretched beyond the 
revivalist catalogue to reveal the 
fullrange of her voice: aninstrument 
limber enough to move from gospel 
to country to Stax-toned soul, but 
alsoimbued with great emotional 
nuance. It's easy to spot the hand of 
producer T Bone Burnett here, and 
easier yet totell the pair are in their 
element. 8/10 
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Ostensibly an effort to reveal 

the influence of African and 
Arabic music on European and 
American music, what might've 
been an academic exercise grew 
into a modern-day equivalent 

of Shirley Collins and Davy Graham's 
Folk Roots, New Routes. Striking 
new takes on traditional folk, 
operatic arias and Italian ballads 
embrace minstrel banjo and 
Middle Eastern frame drum. An 
extraordinary album.9/10 























Few black musicians have followed the 
Chocolate Drops into string-band music. 
Bluegrass is still thought to be the 
preserve of rural white musicians, 
and Giddens' audiences remain 
mainly white. “The raisin іп the 
oatmeal,” as she once described 

_ her position in a keynote address 
RCHESTRII at the International Bluegrass 
much to be done. 

“It’s one of the reasons I'm so glad 
the Our Native Daughters project came 
together the way it did," Giddens says of her 
collaboration with Amythyst Kiah, Leyla McCalla and 
Allison Russell. Their 2019 album examined how 
historical issues of slavery, racism and sexism had 
influenced the identity of black women in America. 
"There's such an amazing opportunity to educate 
through music," she says. But for Giddens, the project 
was also satisfying on a more visceral level: “I was 
backin a black string band, going, ‘Oh gosh, I've 
missed this feeling!” 

Since 2014, with the Chocolate Drops on hiatus, 
Giddens has pursued a dizzying array of projects: 
solo albums, ballet scores, hosting the Metropolitan 
Opera's podcast series, holding the Frank Sinatra 
artist-in-residence post at Santa Clara University 
(whose sweater she wears today), and, more recently, 
writing an opera about Omar Ibn Said - a West African 
scholar sold into slavery in South Carolina. 

Itwas the diversity of her talent and interests that 
appealed to T Bone Burnett. In 2014, he enlisted 
Giddens to record on the Dylan-inspired compilation 
project Lost On The River: The New Basement Tapes, 
and subsequently produced her debut solo record, 
Tomorrow Is My Turn. “I thought ofit as a foundational 
record," says Burnett. “She had been in the Chocolate 
Drops, in a very narrow lane, and asI got to know her 
I realised that her interests were much broader." He 
asked Giddens to draw up a list of songs she'd always 
wanted to sing, the more diverse the better. Her 
selection ranged from Geeshie Wiley to Charles 
Aznavour via Hank Cochran and Elizabeth Cotten. 

Burnett was struck by her take on Dolly Parton's 
“Don’t Let It Trouble Your Mind”. “It’s a particular kind 
of song to sing," he says. “It’s an Appalachian song, it's 
a sophisticated, late 20th-century psychological Ж» 
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а | Giddens to collaborate on a project combining early 
inLondon, án minstrel banjo with North African folk music. The pair 


met up one day and jammed, but schedules, parenting, 
and the distance between Dublin and Limerick meant 
that for another couple of years the project was shelved. 

Three years ago they reconvened, and the outcome 

was not only a professional partnership and a romantic 
relationship, but a successful album, There Is No Other, 
whose songs followed the movement of sounds from 
Africa and the Arabic world to Europe and America. 

In many ways, Giddens and Turrisi's new album, 
They're Calling Me Home, feels like a sister record to 
There Is No Other — a retracing of musical routes, albeit 
this time the intimate pathways of two individual lives, 
from Ireland back to Italy, America and beyond. The 
material ranges from the familiar - tunes such as *I 
Shall Not Be Moved”, “Amazing Grace", “Dearest Dear" 
and a reworking of Monteverdi's “Si Dolce е! Tormento", 

toan Italian lullaby Turrisi used to sing to his 
song, it's a broken-hearted lovesong, it was a precursor daughter, and a new Giddens original named 
to ‘I Will Always Love You’. There's alot of meaning in "Avalon". Itis aresonant and deeply tender record, 


that song. And she took that on.” “PEOPLE recorded over six days in a studio just outside Dublin. 


The album also included her own composition, 8 “We had a whole other record planned," Giddens 
"Angel City", written during the same period as C AN T рү | T says. “A return to a bigger ensemble. We were starting 


recording The Basement Tapes. “She was going ME IN A р OX to pick out music and we had this plan — we were going 
through a lot of self-examination at the time,” Burnett © to goto California, and..." Shelets the sentence trail. 
says. We chose to end the album with that song, IT ANNOYS “Obviously that did not happen.” 
because it was really her entry into writing something 99 Instead, a new idea grew out of the “soul-sucking” 
that could co-exist with those other songs - big, THEM experience of pre-recording video streams to be 
traditional folk songs, that was truly personal. It was beamed around the world during lockdown. “I felt like 
a culmination of the exploration that we took.” I wanted to sing old sad songs!” Giddens says, still 
УР sounding faintly surprised. “Songs I hadn’t sung in 
ANCESCO Turrisi shares something of a decade or more. I just wanted to lose myselfin this 
СІ senseofdisplacement. Theson _ ON THES a connection to generations past. So we started incorporating them 
of a Sicilian couple who relocated north, he | intothestreams. I was like, ‘Oh my God, this feels amazing!" 
grew up in Turin, and later moved to Holland to Some of these songs date back to the limbo-time in Giddens’ 
study jazz piano at the Royal Conservatory of the | life, “When I had set down opera and was 
Hague, staying on to complete a Master's in the d a exploring this new world of old time, when 
connections between southern Italian and ЖЕ; E. Га just started the fiddle and the banjo, 
Arabic music. Later he moved to Dublin, which 7 х 4, A к before I even knew about banjo history," she 
is where, eventually, he met Giddens. | | w^ says. “So when I sing those songs it takes me 
Itwas a mutual friend, the cellist Kate Ellis, a back toa time where I was very firmly in 
who connected them - Turrisi emailing to invite | CP North Carolina. I wasin that space." 
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Giddens withNew Basement 
Tapesmembers(l-r) Taylor p 
Goldsmith, Elvis Costello, Marcus , 
Mumfordand Jim James, 
SiriusXM at Capitol Studios, 
Hollywood, November 14,2014 
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HIANNON has this ability 
to catch the whirlwind 
of energies. It sounds like 
à avery hippie thing, whichis really 
T 4 | notwhatlnormally believe in, but 

| m Ireally seeitinher.In the studio we 
had Niwel Tsumbu, a Congolese 
guitarist wholives here, and Emer 
Maycock on flute, whistle and pipes, 
but we didn'treally know what we 
were going to do with them. | think 


relationship and other 
relationship than there 
were then. If there is one 


Itwas something akin, she says, to her 
pandemic obsession with cooking the dishes she 
remembered from her childhood, or Francesco's 


new dedication to making the perfectcappuccino | momentthat captures í 

ef И ТӨН г h fth Rhiannon works that way alot. And 
-ane or to “reconnect with home in a cultura the 222463 : | at thenallof asuddenitjust hitus: you 
way", Giddens says. "Because wecan'tgohome." | relationshipitis drag out these old-timey tunes like 
In many ways, these songs existis the unique undoubtedly *Si Dolce". “Waterbound", and you say what 
space created between Giddens and Turrisi — as if *In my mind we weren't would be really interestingisif we 


try this African stringsoundunder 
there, together with the fiddle. 
Andit worked even better than we 
thoughtit would work. Thisis what 
we do allthe time. We always try 
tomake sounds which are not the 
sounds you expect to hear. Even if 
youlook atjust me and Rhiannon, 
we dontreally coincide, none of 

the things that we do actually fit on 
paper. They mightrub each other's 
shoulders, they might be close but 
they don'treally fit. But I think we just 
use our imaginations — because we 
bothhave suchalarge experience 
insomany different musical genres, 
we have this vocabulary of sounds 
inour heads, like acollection. And 


going to record it,” Turrisi 
says. “And then in the 
studio we were having a 
rough day - nothing was 
working! Rhiannon said, 
"Why don't we do *Si 
Dolce"?' She's usually the 
onethat has the more 
impulsive ideas." 

Turrisi resisted: he knew 
iton harpsichord but not 
on cello banjo, he told her; 
he needed more time to 
learn it, and to figure out 
an arrangement. “I was 


acknowledging the point at which a relationship 
becomes home more than a pin on the map. 
Although that, too, has taken some calibration 
over the past 12 months, Giddens says. *Francesco 
and I have had to figure out what our relationship 
is, because we had a relationship on the road and 
occasionally we would be in domestic situations 
here, but when we came home he was in Dublin 
with his kid and I was in Limerick with my kids," 
she explains. “So now we're together with kids or 
we're together at home and we're working but a 
different kind of work. So that's been interesting." 
Still, there exists a deep understanding 
between the two musicians, tangible both in the 
way they play together and in the way they speak 


of one another. “One of the reasons I connect to just trying to make then, even though they're not 
Francesco is because of our similarity," she says. excuses," headmits. "But supposed to go together, youjust 
“Even though there’s no overlap in terms of then she convinced me to imagine them together." 


instruments played, or even countries that our 
ancestors are from — we did DNA analyses and it 


try it, and weliterally did 
itin one take. We found 


RHIANNON GIDDENS 


her full voice, and I love this area she’s exploring 
now that has all parts of what she does.” 


ATELY, Giddens has been thinking a great 

deal about her voice and howshe uses it. 

“I think we need a diversity of voices,” she 
says. “We need Billie Eilish, but we also need all 
thespectrum. The young voice is so focused on 
іп the music industry, which drives me crazy, 
because it's the complete opposite of most of 
human history, where elders were the focus 
because they'd actually lived a life! The youthful 
voice is full of possibilities, it sees things that 
older people can'tsee, but older people have seen 
alot more. I’m very grateful that I didn’t have any 
opportunity of doing solo work until I was 37, 
because I had something to say." 


Shelikes how her own voice 
has changed with the years. 
"There's just the weight of all 
that I’ve done now,” she says. 
“All of the singing that I’ve 
done, the confidence that 
Ihave now compared to 20 
years ago, and the research 
that I’ve done, the work that 
Гуе done. I think that really is 
the difference. You could say 
my voice is more mature, I’m 
a better singer and all that – 
but I think it's more about the 
approach. The older I get, and 
the more Ido as an artist, the 
more I feel comfortable and 
confident in what I’m doing, 
even if it’s something very 
different or unusual. Every 
arrangement has pieces of 
the lives that I’ve lived.” 

She can still draw a line, 
she says, from here to that 
teenager at Oberlin. “I feel 
I putin the same intent and 
energy that I would put into 
an aria when I sing these 
songs," she says. “I almost 
get annoyed with applause 
when I’m really in it, because 
that’s not what I’m doing 
it for. I’m doing it to tell 
the story. It’s one of the 
reasons I don’t write songs 
about myself. just am 
souninterested in the 
idea of me." 

And yet Giddens remains 
one ofthe most interesting 
performers today, slipping 
between genres, categories, 


was literally nothing! Everyone that I'm not he is, 
and vice versa. But our journeys are very similar 
in terms of being able to connect to something 
that we feel very deeply, that we didn't 
necessarily grow up with, but are one step 
removed from. To be able to explore that is 

away of claiming who we are." 

For Turrisi, their sense of mutual understanding 
is even more evident on this record. “I think 
making it was more organic this time," he says. 
"Maybe because we know each other so well 
now, or there are many layersin our musical 


that magic." The next day they played it back and 
Turrisi cried. ^There was something sointense 
aboutit,” he admits. “Something so intimate in 
that moment.” Giddens agrees. “It doesn’t matter 
what language or what the story it is,” she says. “It 
was just this moment of pure connection for us 
and every time we hear it we feel it.” 

For Burnett, seeing Giddens’ relationship with 
Turrisi has been akin to watching her bloom. 
“Treally enjoy listening to her and Francesco sit 
around and conjure this extraordinary magic,” 
he says. “I love the intimacy of that. I love hearing 


locations, never quite belonging, perpetually 
indefinable. “Everybody treats me like they don’t 
know what Iam, and they can’t put me in a box, 
and that’s annoying for them,” she says. “But just 
as musically Iam the sum of everything that I do, 
culturally that's whatIam too. It's been a journey 
to getto a point where I feel confident in that. I 
still manage to surprise people and I kind of feel 
like that's my job." Ф 


Theyre Calling Me Home is released by 
Nonesuch on April 9 
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On My 
Rad 10) by TheSelecter 


Influenced by Elvis Costello, penned before The Selecter really existed, 
this enduring “little jewel" gave the Coventry band their first Top 40 hit 


T WAS all Jerry Dammers’ 

fault. When The Specials found 
themselves short of asecond track 
for their debut single, “Gangsters”, 
Dammers asked fellow Coventry 
musician Neol Davies if he could use “The 
Selecter", asong written and recorded by 
Davies a year previously with drummer 
John Bradbury. 

The double A-side single went Top 10, and 
Davies quickly realised he needed a band. 
He poached organist Desmond Brown 
from his previous group, The Transposed 
Men, brought in four musicians from local 
reggae outfit Hard Top 22 and added singer 
Pauline Black as a final flourish. 

Amultiracial, mixed-gender septet firing 
out a vibrant blend of ska, soul, calypso 
and pop, The Selecter was never easy — 

“Tt was all quite volatile!” says Black — but 
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| always exciting. The deal The Specials 


struck with Chrysalis allowed them to 


| put out singles by other artists on their 


2-Tone label. The Selecter were early 
beneficiaries, releasing “On My Radio” in 
October 1979 as their debut single proper. 
Written by Davies while in thrall to Elvis 
Costello, the song dated back to his days 
in The Transposed Men. “Writing it took 


| afew weeks,” he recalls. “I wouldn’t say 


I thought it was a hit, but I thought it was 


| different and that l'd done well. It felt more 
| ‘me’ than earlier songs I had written.” 


Recorded by The Selecter under the 
auspices of producer Roger Lomas, the 
song still leaps from the speakers four 
decades later, a tightly wound ball of 


energy and melody, excitable rhythm 
| andinstrumental hooks, topped with 


Black’s high-pitched off-kilter chorus 









NeolDavies: 
Writer, guitarist 


Pauline Black: 
Vocalist 





Arthur ‘Gaps’ 
Hendrickson: 
Co-vocals 





Roger Lomas: 
Producer 





line. Not everyone in the band fell for it 
immediately, but Black felt that “it was 
so obviously a single. It was a really 
great song, and it was quirky." 

“On My Radio" gave The Selecter the first 
of four Top 40 hits. They disbanded in 1981 
and lay dormant until Black and Davies 
returned with a new lineup in 1991. Davies 
lefta year later, but Black has continued to 
keep the band, and the brand, alive. Arthur 
'Gaps' Hendrickson returned in 2010 and 
he and Black are currently working on a 
new Selecter album, while 2021 live dates 
are being shifted into 2022. Wherever 
they perform, *On My Radio" remains a 
nailed-on crowd-shaking gem. “I’ve never 
got tired of it,” says Black. “It’s sucha 
special song, like a little jewel. We've never 
thought of dropping it. Ithink people 
would throw things!" GRAEMETHOMSON 


NEOL DAVIES: What happened to 
"Gangsters" was unbelievable. It was an 
amazing few months. It dawned on me 
once therecord was out and doing well 
that I’d need another band. Looking back, 
there's a caseto say Ishould have become 
asolo artist! Ihad a hit record, after all. 
However, my mindset was always about 
forming bands. I wanted Charlie Anderson 
to play bass, and it grew from that. 
ARTHUR 'GAPS' HENDRICKSON: It 
happened quite out of the blue. Charlie 
Anderson, myself, drummer Charley “Н? 
Bembridge and Desmond Brown had a 
reggae band called Hard Top 22. There 
was a clubin Coventry called Mr George's. 
We wereresident there and we met The 
Specials, also known as the Coventry 
Automatics. We were all friends. One 
evening Charlie Anderson came to my flat 
and said Lynval [Golding, of The Specials| 
and Jerry and some other people were 





down at his place, and they wanted us 

to join this band. 

DAVIES: We quickly ended up with the 
basic lineup, but it was apparent that we 
needed another voice. When Pauline 
came to the rehearsal it was obvious 

she was perfect. 

PAULINEBLACK: I had played some gigs 
around town, accompanying myself on 
guitar, and I was trying to get areggaeish 
band together with ‘H’, Desmond and a 
guy called Lawton Brown. Lynval Golding 
heard usrehearsing and asked me to 
come to Charlie's house. That was it. It 
was organic. Black and white musicians 
were severely disillusioned by Thatcher's 
Britain. Those ofus whofelt we had some 
common currency, both musically and 
politically, came together and tried to 
talk about that world. The Selecter was а 
different kind of band to The Specials or 
Madness. We were predominantly black 
and very diverse. Compton [Amanor| was 
half Ghanaian and half white. I was from 
Nigerian Jewish parentage. Three ofus 
were from Jamaica, and then there was 
Neol, our white guy, from Coventry. 
Itmade for a very different mix. 

DAVIES: We'd played “On My Radio” in my 
old band, The Transposed Men. I'd had a 
burst of songwriting activity in the winter 
of 1977 into 1978. Га been very influenced 
by Elvis Costello and it opened up a new 
way of writing. “On My Radio" along with 
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acouple of other songsin The Selecter 
catalogue were written In that period. It 
didn’t come immediately; itwas a period 
of weeks playing with the ideas and the 
lyrics. The chorus part was in quite a 
strange seven-beat cycle. I was really 
intrigued by the wayit worked. 
BLACK: I don’t knowifNeol 
knows, but all those high 
vocal lines are melodies that 
blackbirds sing. You can hear 
itin the summer months. 

Anda black bird ended 

up singing it! 

DAVIES: The verse partis two 
chords, very simple, Iwas 
playing it one day anda friend 
of ours was in the flat, deep 

in conversation with my wile, 
and I noticed both of them 
tapping their feet. Ithought, 
‘OK, well, that obviously 
works" I built the verse 

and lyrics on those 
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another idea I'd been playing with, then 
the charms line came out. The whole thing 
was really catchy. It represented a step 
forward in my songwriting. 
BLACK: We did “On My Radio" from very 
early on. [think the first show we did 
wasin May 1979 at some obscure place in 
Worcester, ] remember having the words 
taped out at the front of the stage. We used 
to run around rather a lot. Well, that was 
to see what was on the floor! 
DAVES: We formed quickly and hit the 
ground running, The Specials had signed 
thisincredible deal where they got £1,000 
to finance singles by other bands to record 
for 2-Tone. That's the arrangement “Оп 
My Radio” was recorded under. Jerry 
is so talented and clever. I have the 
ultimate respect for him. 
ROGERLOMA: ] went along to a 
very early gig of theirs, supporting 
The Ruts, to listen to their songs 
in view of choosing а single. “Оп 
My Radio" stood out like a sore 
thumb. Iknewit would be a hit 
4 fromtheveryfirst time I heard 
т | it. Nodoubt whatsoever! 
27 BLACK: Horlzon Studios was 
| anoldconverted stablesin 
LES Coventry, bythe railway. We 
did three songs: “Too Much 
Pressure”, “Street Feeling" and 
"On My Radio”. It was fun. Тре 
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“We wentagainstthe 
grain :(I-r) Charley 
Anderson (bass), Neol 
Davies, Pauline Black, 
Compton Anamor and 
'Gaps Hendrickson 


sessions would last from when everyone in 
the band got up through to 5am. 

LOMAS: When we went into Horizon, I had 
no idea what the song was called that had 
stood out to meat their gig. To familiarise 
the band with the studio, Iasked them 

to play all the songs they’d played at the 
gig so I could point out my choice for the 
A-side. I didn’t hear it! I said, “Is that all 
your tracks?” They said yes. I thought I 
was going mad, until somebody said that 
they hadn’t played “On My Radio”. They 
said, “We left that out on purpose - we 
don’t want that as a single. It sounds like 

a Eurovision Song Contest entry!” 

BLACK: I don’t remember this, but maybe 
I wasn’t there. It’s hardly “Boom Bang-A- 
Bang”, is it? 

DAVIES: It was probably one of those 
comments somebody said, probably just 
once, and it stuck in Roger's mind. I’m sure 
it happened, but it was no big deal. I'm not 
sure who it was, but I could guess! 
LOMAS: They were adamant that they 
wanted “Too Much Pressure” as the 
A-side. Although I love “Too Much 
Pressure" as a song, I knew it wasn't 
commercial enough as a first single. 
GAPS: Obviously, ifthe album 

is going to becalled Too Much 
Pressure, the first single should 

be *Too Much Pressure"! But the 
record company decided “On My 
Radio” was the single. Because The 
Specials, Madness and The Beat 
had male singers, they probably 
chose that because there was a 
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female singer and it would stand out. 
BLACK: I think they were struggling with 
having a female lead singer. I’m quite 
opinionated and I think that rankled a 
bit with certain people. Black women 
singers were expected to be appendages; 
you weren’t expected to be up the front, 
so we went against the grain. It was quite 
confrontational. Full marks to Roger 
Lomas for being able to pick the sense from 
the nonsense, and really fight for that song. 
DAVIES: Roger spotted it. I didn't 
necessarily know it was going tobea 
massive hit, but once we were recording 
it, itwas obvious how good it was. The 
raw structure was already there, but 
Roger moved things around a little bit and 
made it better. We worked it out, played it 
through. It sounded crisp and sharp with 
that new arrangement. 
GAPS: Roger had a keen ear and he did 
a wonderful job. There are so many 
things going on. 
BLACK: Desmond's Hammond solo is 
magic – and very quirky. ‘H’ was more of 
abass player than a drummer. He 
hada very particular way of playing 
all around the kit. It was exciting. 
That funny little figure he does at the 
beginning, I’ve known drummers 
that Гуе worked with since who 
cannot get that together at all! 
LOMAS: I remember addingina 
repeat of the verse melody over the 
top of the end section vocal melody 
to strengthen the end of the song. 
When we recorded her vocals, 










Pauline ran through the whole song for 

us to set the vocal level. Unbeknown to 
her, I recorded on the off-chance that we’d 
guessed the correct mic level. The first take 
was perfect, so I took that take out of her 
headphone mix and asked her to singit 
again. Perfect again, so I used both vocal 
tracks, one panned to the left the other on 
the right and placed a vocal delay effect in 
the centre of the mix. 
GAPS:Tthinkthefalsetto was Roger's 
idea. A lot of people mentioned it — it was 
part of what made it catchy. 

BLACK: Previous to that, I was singing in 
my normal register, in unison with Gaps. 
Lene Lovich had “Lucky Number” and 
Kate Bush had “Wuthering Heights”, both 
with that high, weird falsetto. I don’t know 
whether that had anything to with Roger’s 
thinking, but those quirky things were 
around, particularly for female performers. 
GAPS: It came out and suddenly we were 
thrust into the limelight. It was uplifting 
and exciting. Finally, we were doing what 
we wanted to do. 

BLACK: remember very clearly on 

the 2-Tone tour with The Specials and 
Madness, it was October 23 – my birthday 
-and “On My Radio” had gone into the 
charts. Everyone piled on stage, all the 
bands, halfthe audience, and everyone 
was singing “Happy Birthday”. It was the 
most magical time ever. That volatility in 
the band fed through onto the stage, and 
made what we did very, very exciting. 
LOMAS: ІГ honest, although very good 
together musically and with amazing stage 
energy, [it was] not a good dynamic. I was 
used to spending time with people that 
have astrong camaraderie. I didn’t sense 
that with the original band members. 
DAVIES: We did what we did with 
conviction and passion — and sometimes 
we disagreed! We were all so angry and 
frustrated. Ithought we could last forever 
and keep powering on. For seven people 
of such strong character and opinions, for 
it to work at all was an achievement for all 
ofus. Theoriginal band was so good and 
so different; Iwas so proud of what we 
achieved in such a short space of time. 
GAPS: I still have fun doing “Оп My 
Radio”, I still get the energy from it. That 
rhythm gets people moving whether they 
like it or not. Pauline and I do some shows 
with Jools Holland. We’re in seated halls, 
and as soon as people hear “On My Radio” 
everyone is up on their feet. It’s irresistible. 
DAVIES: I knew it was good at the time, but 
now after 40 years I can say it’s a classic. 
They played it on Radio 6 the other day, 
and I thought, ‘Ooh, Pll turn that up" ® 


A deluxe edition of Too Much Pressure 
isreleased by Chrysalis on April 23 
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How a group of Paisley Underground wannabes led by 
two warring brothers found success via approbation from 
Ronnie Lane and Peter Frampton, 350-date world tours 
and a gold-standard debut album. Now reunited, Chris 
and Rich Robinson look back at THE BLACK CROWES 
and the good times/bad times around Shake Your Money 
Maker. But can they Keep from falling back into old ways 
(and old wars)? “This is so important to us, ” they tell Peter 
Watts. “We don’t want to fuck it up.” 


Photo by NIELS VAN IPEREN 
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Атогісапѕ abroad: 
Black Crowes brothers 
Rich(left)and Chris 
Robinson, Amsterdam, 
August 10, 1994 
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| TheBlack Crowesin 
Chicago, April 1990: 
Chris andRich 
Robinson(seated), 
(l-r) Johnny Colt, 
Jeff Ceaseand 


“We were 
shockedby the 
success :Chris 
and (right)Rich 
ВоБптзопа* Ве 
Paradisoin 
Amsterdam, 
June 5, 1990 


“he | 
Black Crowes 


HEN it came, the end reissue of the album. “Plus the songs were great. They 


for Mr Crowe’s Garden кэз held up to repeated playing and still do. Nobody else 
happened in the back С қ was taking these influences and elements ofthe 
ofavan, somewhere = 4 4 Faces, the Stones and Otis Redding. Plus they were 
on theroad to Rome, | | б from the South, so they were close to the music of the 
Georgia. The band -/ E South, it was all around them." 
had formed five years | b. | ; Shake Your Money Maker ushered in the start of 
previously, playing their I, / | three decades of rock'n'roll success for the brothers. 


This was clearly some kind of victory. But with it 
came the always-simmering tensions between the 
Robinson siblings, which reached a brutal climax іп 
2015, when the band split and the brothers stopped 
talking to one another. There has been a reunion since, in 
2019, and a full tour is now scheduled to take place later 
this year - presuming, of course, the brothers don't fall out 
again. But Shake Your Money Maker marks not only the 
Robinsons' defining moment of success - but also a period 
where these two squabbling siblings worked most 
harmoniously together. 
"We were shocked by the success," says Rich Robinson. 
"Allofasudden we are going round the world, opening 
for Aerosmith and playing with bands like AC/CD, our 
idols. When we made this record, we both went through 
something huge. It was like climbing Mount Everest. And 
we did it together." 


first gig on July 13, 1985 — the 

same day as Live Aid. They 
were just kids then - lead guitarist Rich Robinson 15, 
singer Chris, his older brother by four years. But for the 
Robinsons to make the next step, it was necessary for the ж 
innocent yearnings of Mr Crowe's Garden to be set aside 
in favour of something with more mature prospects. The 
band had finished recording their debut album, Shake 
Your Money Maker. All they needed now was a new name, 
more suited to their elevated aspirations. 

“Tt was an hour-and-a-half drive to Rome, and when we 
got out the van we said, ‘Now we are The Black Crowes,” 
recalls Chris Robinson. “Then we played the show. 

The opening band was a dad playing with his son and 
daughter and a cousin on drums, a sweet little family 

band. We then went on stage trying to be super cool, playing 
‘Jealous Again’ and ‘Hard To Handle’ - the whole album we 
just recorded - and the only people in the crowd except the 
sound guy was the dad with his son and daughter, sat at a 
table eating a Subway while we played rock'n'roll. That was 
thefirst night of The Black Crowes. What an auspicious start!" 

Improvement was fast and life-changing. Released in 
February 1990, Shake Your Money Maker was revelatory for 
its sense of purpose. A fresh take on vintage rock influenced 
by the Faces and classic soul that sounded as if it had been 
beamed straight in from 1972, their sound offered a third way 
between clean, bombastic '80s rock and the psychedelic 
jangle of college rock. By the end of the summer, The Black 
Crowes were on their way to selling five million records, 
playing arenas with Aerosmith and Robert Plant. 

“It was the right moment and it was an honest statement,” 
says producer George Drakoulias ahead of a 3oth-anniversary 


"BladkCrowes * 
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ICH and Chris Robinson started writing songs 
because they weren’t good enough to play 
anybody else’s. As Rich came up with riffs and 
melodies, Chris began to add lyrics and sing. Mr Crowe’s 
Garden — named after a children's book — were formed 
inthe Atlanta suburb of Marietta. The brothers grew 
up there, listening to their father's collection of '60s 
and '7os classics — CSN, Zeppelin, Neil Young, Sly 
Stone, Dylan - as well as the culturally dominant 
sounds of soul and country. When they began making 
music, they added their own love of alternative bands 
like X, The Velvet Underground, Echo And The 
Bunnymen, Rain Parade and especially REM. “They 
shone alight on certain Southern things that you 
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How to buy the Robinson brothers on CD... 


` BROTHERS 
‚ OF AFEATHER 
' LIVE AT THEROXY 
: EAGLE, 2007 

| With the Crowes onabreakin 

: the early 2000$, Rich and Chris 

|. Robinson took to the stage as 

: Brothers Of A Feather -aname 

| they resuscitated in early 2020 

; for aseries of intimate two-man 
' shows. This 2006 live albumsees 
; themshowcase their fraternal 

: folky side, bringinga different 

| element to Crowes deep cuts 
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4a». HARMONY 
ANDMUSICAL 
COMPANION 
DEF AMERICAN, 1992 
After the success of 
their debut, the Crowes 
came off tour and 
straight back to the 
studio, knocking out 
this masterpiece in just 
eight days. Featuring 
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wouldn't find anywhere else,” says Rich. “A beautiful and 
weird South, like Howard Finster." 

By 1987, Mr Crowe's Garden had signed a development 
deal with A&M. They played gigs around Atlanta and 
neighbouring cities as often as Rich's school timetable 
allowed. Their reputation grew. When George Drakoulias 
visited Atlanta, he asked a kid standing in front of him in 
theline at KFC who the best band in town was: Mr Crowe's 
Garden. When they came through New York a few weeks 
later, Drakoulias wasin the crowd. 

"They were playing this Paisley Underground jangly type 
thing,” says Drakoulias. “Rick was on a Rickenbacker and 
had a good right hand; Chris was already a great singer, а 
lot of soul in his voice and very commanding. Then right at 
the end they did Aerosmith's ‘No More No More’ and the 
Stooges’ ‘Down On The Street’. I went backstage and asked 
why they picked those songs and they said they really loved 
rock, but the other stuff was what the kids liked when they 
played frat parties. We agreed to stay in touch." 

Drakoulias helped them hone their set, gradually 
foregrounding the rockier aspects, tuning into that Stones/ 
Faces/Aerosmith that he felt better reflected the brothers' 
personality. The two-year journey to Shake Your Money 
Maker had begun. 

"We were the worst band in Atlanta and the best band in 
the world," says drummer Steve Gorman, who joined in 
1987. "I always had this feeling, and it was unshakeable, 
thatitwas only a matter of time before we made it. There 
was an undeniable chemistry. They had a strong energy 
and presence from their relationship, a connection 
that brothers have. They could harmonise in a special 
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new guitarist Marc 
Ford, it'salittle more 
confident thanits 
predecessor, the 
band having found 
amutual groove on 
the road. Includes 
future Crowes 
сіаѕѕісѕ “Remedy”, 
"Sometimes 
Salvation" and "Thorn 
In My Ргіде".9/10 


ІНЕ BLACK 
ROWES 
THELOST 
CROWES 
AMERICAN, 2006 
Double album 
consisting of two 
records, [e | [o late, 
Band. The former 
featured versions 

of songs thatlater 
cppearedon1994's 
Amorica,but the 
latter is the standout: 
an unreleased album 


| like"Cursed Diamond” and 
: “Darlings Of The Underground 
: Press".8/10 


: RICHROBINSON 
: FLUXEAGLEROCK, 2016 
: RichRobinsonmadehis solo 

: debutback in 2004 with the 

‹ dense Paper, but by this fourth 

: LPhadreined back the guitars 

: ashe grew more confident 

| withhis vocals. The country 

| gospelof "Everything's Alright" 

: isaparticular highlight. п 2016, 

: Robinson formed The Magpie 

‹ Salute with ex-Crowes Marc 

: FordandSvenPipien, releasing 

; threeLPsmixing covers, originals 
| andCrowesalbum tracks. 7/10 

: CHRIS ROBINSON 
: BROTHERHOOD 

‚ BAREFOOT IN THEHEAD 
| SILVER ARROW, 2017 

| Chris Robinson wentina 

‚ different direction, finding а 

: Deadhead vibe. The Chris 

| Robinson Brotherhood were 

: formedin 2011 during another 

| Croweshiatus, with late guitarist 
; Neal Casaland ex-Crowes 

: keys player Adam MacDougall. 

: Namedafter a Brian Aldiss 

| sci-finovelabout psychedelic 

; warfare, thisis the pick of seven 

| studioLPs, with funky workout 

: “Behold The Seer" and typically 

| trippy 'DogEatSun'.8/10 







height of the band's 
late- 90s power and 
dysfunctionanda 


of their musical 
chemistry on tracks 
like “If It Ever Stops 
Raining” and “Never 


Drivin N Cryin in Nashville at the EXIT/IN and we 





way and none of us questioned that.” 

The relationship with Drakoulias brought the band 
three important things. He could help improve songs; 
he provided a connection to a successful label; and he 
introduced them to bands like the Faces and Humble 
Pie. Together they watched Stones and James Brown 
concert videos, or listened intently to the interplay 
of voice and guitar on А Nod's As Good As A Wink, 
soaking itin. “We were all inspired by '80s bands,” 
says Gorman. “George said that attitude and energy is 
great but we actually played like a band from the '70s 
even though we thought like a band from the '80s." 

From this, emerged the songs that featured on Shake 
Your Money Maker — vintage rock, approached with the 
freshness of neophytes and aggression of former punks. 
“A song like ‘Jealous Again’, that was the stepping stone 
for the rest ofthe album,” says Rich. “That was when Chris 
andIbrought something to the band that we could tell was 
something different and was taking us in a more serious, 
maybe more adult, direction. We opened for a band called 


7^ George 
Drakoulias: 
“asheepdog” 
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played that at the soundcheck and they all turned 
round and were saying, ‘Holy shit, what was that?’ 
They were a bigger band but it caught their attention." 


RMED with new songs and a new home - 
Drakoulias had signed them to Rick Rubin's 
Def American label - Mr Crowe's Garden 
finally headed for the studio. The band now consisted 
of Rich and Chris Robinson, Steve Gorman, new 
bassist Johnny Colt and guitarist Jeff Cease. Debut 
albums are often recorded by bands who have 
perfected the materialon the road, but because 
the band lacked extensive stage experience, they found 
themselves being worked hard by Drakoulias, who had them 
playing songs over and over before he was happy. Chris says 
Drakoulias was like a “sheepdog” for their ideas, helping 
them to turn good songs into great ones, while Rich praises 
his “amazing ear" and vast musical knowledge. “They were 
young," says Drakoulias. *They had talent. But they had to 
learn to listen to each other. Instillingthatdisciplineis » 
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important but itis boring. lam alittle 
bit ofa taskmaster, I guess." 

“George was everything,” says 
Chris. *If he asked us to play “Twice 
As Hard' one hundred times, I sang 
the song one hundred times until 
George told me to stop. We were 
grateful. Could we have knocked an 
album out in a few days in that classic 
first album way? Probably. But 
George was a perfectionist - thank 
goodness he was." 

Viewed retrospectively, it's possible 
to see Drakoulias deliberately 
pursuing methods that may have 
been considered unconventional - or 
atleast unfashionable. He persuaded 
Rich to play with an open tuning, à la 
late-’60s Keith Richards, to ensure 
a bigger, less jangly sound. He 
introduced a focus on drums that 
stemmed from his work with hip-hop 
acts at Def Jam; referencing one major 
success for the label, he suggested 
the Robinson's treat their bravura 
cover of Otis Redding's “Hard To 
Handle" like the Aerosmith/Run- 
DMC hook-up, *Walk This Way". 

“Tf you look at what was happening musically 
at the time, it was crazy,” says Rich. “Like what 
kind ofjackass puts out an Otis Redding song in 
the middle of hair metal? Who writes ‘Seeing 
Things’, which was basically our attempt to write 
a Stax song? Even ‘She Talks To Angels’ was the 
antithesis of a power ballad. Nobody expected 
that record to do what it did, at all.” 

The band listened to the final mix with what 
Gorman describes as “awe”. It was that, as much 
as anything, that determined the name change 
to Black Crowes - the need to put clear space 
between their adolescent past and the future they 
had just conjured up in the studio. When the record 
was presented to executives in California, they 
assumed it had been made by a much older band – 
there was even a rumour that The Black Crowes were 
abunch of experienced session men from England. 

“Joe Cocker hugged me the first time he met me,” 
says Chris. “It meant Ronnie Lane came toashowin 
his wheelchair just before he died. Peter Frampton, 
Aerosmith, AC/DC, so many of our heroes. They 
were saying thank you because in 1990 nobody gave 
a shit about 1972. Our heroes couldn't identify with 


OOD times followed. The band went on tour, 

moving from clubs to arenas as the record swiftly 

built momentum through singles “Jealous Again”, 
“Hard To Handle” and “Twice As Hard”. The Black Crowes 
had barely toured outside of their native south-east – but 
now they were heading all over the world, playing 350 
shows on a long but educational tour. This was where 
they really became The Black Crowes - a wiser, more 
experienced band. “We were living for the kicks of the day, 
so there was по sense of a trajectory,” says Chris. “But we 
knew it would take gigs for us to get great because we know 
our rock’n’roll mythology. So those 350 shows - that was 
intense and necessary.” 

When they returned, Marc Ford replaced Cease on guitar, 
Eddie Harsch joined on keys and two more excellent albums 
followed: the looser The Southern Harmony And Musical 
Companion in 1992, and the blockbuster Amorica two years 
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Тгапзсепата Ве 
“horseshit": Chris 
Robinsonin the 
studio, NYC, 1998; 
(inset) TheBlack 
Crowesin 1994 








later. Butas the band hit their peak, relationships 
started to sour: fraternal fiction began to rise, with 
desire for creative control exacerbated by youth, 
power, money and drugs. 

“Tt reeked from the head down,” says Rich. “There 
Was no communication in our family, which meant 


а. there was no communication in our band. When 


success happened, everybody had an agenda. We 
were fighting each other but also the people who 
were getting between us. But whenever we made 
music together it worked, because that’s where it 
transcended that horseshit. Even on those later 
records like Warpaint or Before The Frost, the best 





"NERNEW 
IT WOULD 
TAKE GIGS 
FORUS IO 

GET GREAT 


anybody else." — 





THE BLACK CROWES 


Songs аге the ones we wrote together. ‘Oh Josephine’ 
is one of my favourite songs we ever wrote, and that 
was the two of us sitting down together.” 

To compound the problems, four of the band’s six 
members were drunk, high or stoned, while another 
was trying to stay clean. “It was harder and harder 
from the third record onwards,” confirms Gorman. 
“An incredible drain on the collective energy ofa 
band. The brothers would disagree and when they 
did agree they wouldn't listen to anybody else. The 
personality of the band was that we had to build walls 
that needed to be knocked down. Once we'd knocked 
down all the walls, the walls became each other. Every 

two or three days, you needed to take a moment to ask 
yourself ifit was still worth it. There are countless 
examples ofus walking to the stage with people punching 
each other. Then we did a blinding show and it was all 
forgotten. That bought us another week. The energy from 
all that dysfunction led to some incredible music." 
The Crowes spluttered on, taking the occasional break 
but otherwise releasing records - some very good, like 
И 20085 Warpaint - and cycling through members before 
they finally ground to a halt in 2015. 
A few days after Rich announced he was quitting 
The Black Crowes he was driving through LA when 
something struck his car. A bird - a black crow, no less – 
had flown directly into the car windscreen and now lay 
motionless, flat on its back on the roof ofthe vehicle. 
‘What are the chances of that?” he says. “This is one of 
the smartest birds on the planet, flying into a car in Santa 





Monica. I took it to the vet but it died. 
That's when I realised: ‘OK this is 
real.’ That allowed me to let go." 

For four years, the brothers stopped 
talking to one another as they 
pursued new musical interests — Rich 
in The Magpie Salute and Chris with 
the Chris Robinson Brotherhood. The 
reunion happened by chance at the 
Bowery Hotel in New York in summer 
of 2019 when the siblings happened to 
come face to face. Slowly, nervously, 
they began to hang out. “We were 
reconciled but we still weren’t ready 
for a reunion,” says Chris. “There was 
trepidation. Personally, the last few 
years have been enlightening. I left a 
bad relationship and started a new one 
that was positive and nurturing. That 
allowed me to be man enough to 
apologise to Rich and have the wherewithal and 
experience to understand my role in the negativity." 

For Rich’s part, fronting his own band allowed him to 
better appreciate how he had hidden behind his more 
outspoken elder sibling and how his own “passive 
aggressive" tendencies could exacerbate conflict. “It’s 
easy to say, ‘That guy is a dick. I did nothing wrong, it’s 
that guy,” says Rich. “But after a while I could see the 
dick moves I’d made.” 

Paul Stacey, who produced three of the band’s later 
albums, has a particular insight into the challenges of 
making music witha brother. He has played in bands 
with his own twin, Jeremy, and he’s produced other 
sets of siblings in Oasis and Crowded House. “I can 
understand what it feels like from both sides, so even 
when it’s not fair and one is being a dick, I understand 
why they are being a dick because I’ve been a dick 
many times and so has my brother,” he says. “But this 
is true of a lot of bands, not just brothers. It's there 
with Aerosmith, it’s there with The Rolling Stones. 
Everybody wants to be heard, and out of creativity 
comes friction because when you have а musical idea 
you grab on to it because it feels as if comes out of thin 
air. When two people do that together it becomes 
harder, particularly if they are brothers.” 


S their relationship improved, the brothers 

began discussing a musical reunion. The focus 

would be Shake Your Money Maker, which was 
approaching its 30th anniversary. In autumn 2019, the 
brothers puttogether a new group featuring Bowie's 


RichandChrisin 
2008, releasing 
seventhCrowes 
album Warpaint 
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THE NEW * 


| UDITIONS for the Black 
| Crowesreunion took 


place in Nashville іп 


| September 2019."We had to 


Іеагпабоиї11 of their hits,” says 


bassist Tim Lefebvre. “Then they 


figured out it was going to be a 


Shake Your Money Maker tour, 

| soweplayedit a bunch of times 
andit kept getting better and 
better. Everything we've done so 
| farhasbeenablast.” 


The group bondedin 


_ Brooklyn ahead of their debut 

| performance оп Howard Stern's 
| TV showin November 2019, 

| rehearsing for a week and going 


"Wl Robinsons 
Чү cordial: 
fi Вісһапа 
| Chris toda 


| outfor dinner, invariably talking 

| aboutmusic. The band features 

| musicians from different musical 
| backgrounds, locations and 

| generations, allowing for fertile 

| conversations. They wanted to 

| haveagoodhang, with people 

| _onthelevelwith their musical 

| references," says drummer Ojha. 
| "We talk aboutallkinds of music. 

| Everybody пуоме 5 апеач." 


After playing Howard Stern, the 


| group performedanintimate gig 
| atNew York's Bowery Ballroom, 


ashort walk fromthe hotel 


|- where the brothers hadreunited. 
| Itwasfun, saysguitarist Isiah 

| Мисве!. "Үоидеќиропѕќаде, 

| it'sallblack, and then youhear 

| Richstart Twice AsHard with 

| those big openchords. The 
crowdstarttofreak out andl 

| feltlwas therein the crowd for 
amoment. It's pretty incredible 
to hear those chords, Бе onthat 


stage andknowing your cueis 


| cominginafew seconds." 
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Siblingrevivalry: 
the Crowesplaya 
reuniongigatthe 
Troubadour, LA, 
November 14,2019 


Blackstar bassist Tim Lefebvre, guitarist Isaiah Mitchell of 
psych-rockers Earthless, keyboardist Joel Robinow and 
drummer Raj Ojha, who play in Oakland’s Once & Future 
Band. By creating an entirely new incarnation, the 
Robinsons were explicitly stating that the Black Crowes 
was a vehicle for Chris and Rich Robinson - something 
that has upset some ofthe musicians who shared a rolein 
the group's journey. But for the brothers, it was essential to 
place a dividing line between the old band and their future 
— justas calling themselves The Black Crowes had marked 
a dividing line from Mr Crowe's Garden. Old bandmates 
would rekindle bad habits, memories and grudges. “This 
is soimportant to us from a family point of view, we 
don’t want to fuck it up,” says Rich simply. 

Stacey, who remains close friends with Chris and 
Rich, thinks this is fair game. “I have constantly said 
that those two started it, they made it happen so they 
should enjoy their legacy and be prepared to reap the 
rewards," he says. Even Steve Gorman, who is cynical 
about the reunion, hopes that the brothers really are 
reconciled. “I hope they have found some common 
ground," he says. “I can say this intellectually and 
even emotionally. They need each other.” 

The new Black Crowes are now itching to get on the 
road. The made their debut in November 2019 and 
were originally intending to tour in 2020, but that has 
now been rescheduled for 2021. In the meantime, the 
Both-anniversary edition of Shake Your Money Maker 
has been released, preparing fans for the celebratory 
tour that will follow. It contains some of those early 

demos, when The Black Crowes were still Mr Crowe’s 
Garden, two brothers bonding over a shared love of 
music. Now they are reunited, they think itis inevitable 
new music will follow. 

"Writing music with other people was interesting but it 
was almost like the synapse in my brain: the more you do 
something with somebody, the deeper those grooves get," 
says Rich. "With that family dynamic and how we grew 
up and then brought that into music through adolescence 
and adulthood, it turned the grooveinto a trench. We 
each bring something different to the songs, but they 
came from one place. That's how it's always felt to me." 

“Being apart from each other, from the band, the money 
and the scene allowed us to come back almost a decade 
later and have the sort of perspective we now have," says 
Chris. *You don't have to ask Rich andIif we think Shake 
Your Money Maker is a quality record. That was the thing, 
the catalyst, which led us here in the first place." © 


TheBlack Crowes Present: Shake Your Money 
Maker 30th Anniversary Edition is available now 


from UMe/American Recordings » 
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JOSH CHEUSE; JEFFKRAVITZ/FILMMAGIC FORLIVENATION 





.. and photographs, ticket stubs, collages, record sleeves and much more. Welcome to 
the POSTCARD RECORDS scrapbook: your guide is none other than ALAN HORNE. 
Inarare and exclusive interview, the label's mercurial co-founder talks Damien Love 
through his personal selection of artefacts and ephemera from deep within the label's 
vaults. “There was nothing remotely like this malarkev going on back then." 


S grim as it was, 2020 wasn’t entirely 
without good news. Case in point: the 
utterly unlikely return of the fabled 
independent label Postcard Records, 
which, as the year ended, brokea 
25-year silence to announce it was back 
in some kind of business, viaan 
enigmatic, characteristically off-kilter 
Twitter feed ((pdubh185). 





lifein the Glasgow of 1979 by Alan Horne, then an 


the business out of the sock drawer in his 
tenement bedroom. Under the banner of its 
impudent logo - the mischievous kitten banging 
a toy drum - Postcard was low on resources, 
audaciously high on insolence and ideas. 

Spearheaded by Edwyn Collins, Horne’s 
co-conspirator in setting up the label, Postcard 
only had four actual bands — the Scottish trio of 
Collins’ Orange Juice, Edinburgh’s Josef К, the 
teenaged Roddy Frame’s Aztec Camera, plus 
Australians The Go-Betweens - and only really 
existed for one 18-month blur across 1980-81. Yet 
itleft behind an example, an attitude, that has 
been inspiring misfits ever since. 

Horne followed Postcard in the mid-1980s with 
the equally short-lived Swamplands label. After 
lying low several years, he next resurfaced in 
Glasgow in 1992 to unexpectedly reactivate 
Postcard, issuing some archive recordings, but 
focusing primarily on two stunning new albums 
by an elusive figure who had been part of the 
Postcard gang since the first: Paul Quinn. 
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GREAT, AND SO WONDERFULLY OUT 


Aschool friend of Collins’, Quinn started 


. singing in Glasgow cafes in the early 1980s with 
. anascent Aztec Camera as backing band, before 
- gaining wider recognition as frontman of Bourgie 
- Bourgie. A compellingly reticent figure, blessed 
- with an extraordinary voice that simultaneously 
‚ evoked Roy Orbison, Scott Walker and Philly-era 
- Bowie, he should have been a star several times 
. over. But bad luck and bad timing dogged his 

The most inspirationally DIY ofthe UK’s original | 
post-punk indie wave, Postcard was dreamed into | 
. band of Postcard faces, Quinn’s two LPs — 1992's 
ambitiously bored 20-year-old, who famouslyran | 


career, keeping him a cult. 
Backed by The Independent Group, an all-star 





"PAUL'S RECORDINGS SOUNDED S0 





КИТ WITH THE TIMES® 
ALAN KORNE 








. The Phantoms & The Archetypes and 19955 Will 
_ [Ever Be Inside Of You - affirmed his greatness: 
- impossibly perfect pop, soul and R&B, bone- 

. weary in places, explosively sensual in others, 

- with disconcerting undercurrents everywhere. 
- Instant cults, the original Postcard albums 

. now change hands for eye-watering amounts. 

- Andafter making them, Quinn, Horne and 

. Postcard simply vanished. 


Until today. So why, after “25 years wandering 


: around in some other parts of the forest", is Horne 
. rousing the slumbering Postcard from its long cat 


. nap? The answer, again, is Paul Quinn. The sole 

. reason for reviving Postcard this time is to issue 

. Unadulterated/Unincorporated, a lavish vinyl box 
. gathering all Quinn’s Postcard records, alongside 
 unreleased material and live cuts. 


Made with the same hands-on approach that 


. once saw Orange Juice colouring record sleeves 

. with felt tips, it’s a labour of love available in an 

. excruciatingly limited edition of only 300 copies. 

. But why now? “Well – I just never tire of Paul's 

. voice,” Horne says. “I didn’t havea problem with 

. theidea ofthe original records being hard to get 

. hold of, not being yer mass-market sort of a bloke. 
. Butthenonething led to another and I just started 
. toenjoy putting this box together, as an art 

. project. Having never attempted anything on this 
. scale, it turned out great, especially the book of 

. notesand photographs and things in there. The 

. access to technology now makes doing what I did 
. back then - the whole DIY thing - so much easier. 
. Imean there's now absolutely no conceivable 

. excuse to be whoring yourself off to any crooked 

: corporate malarkey and having to put up with all 

. the usual morons. 


“Simply put, though, Paul’s recordings sounded 


| so great back then, and so wonderfully out of step 
. with the times – which, if you remember, were 

. truly dreadful. They sound even better now. As 

. forthe times? Mmm...” 


While going through the Postcard vaults (“a loft 


. with no windows”) for the Paul Quinn box, Horne 
: uncovered *an overwhelming amount" of visual 

_ material and ephemera documenting the entire 

| Postcard adventure. Here, he shares some snaps 

. from the Postcard scrapbook. DAMIENLOVE 
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YAVID BC 
ON STAGE 
SATURDAY, 8 MAY, 1976 
at 8 p.m. 


NORTH GRAND TIER 
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TO-BE RETAINED See conditioms on back 


ТІ” 
DAVID BOWIE TICKET, 1975 


QUCH is the stuff from where dreams are 
woven... This was in the middle of my 
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highers at school, but I headed off alonein 


astate of high anxiety down to London. 
The Big Black Smoke. I went to see Bowie 


the Friday and Saturday nights - The Man 
Who Fell To Earth was showing in Leicester 
Square, too. I learned later Paul Quinn was 


also at these shows with the Dundee 
Bowie posse. It’s still the most exciting 
show I’ve ever seen. Next time for me was 
1978, at Glasgow Apollo, where I met Paul 


and Edwyn Collins for the first time, in the 


foyer. Iwasreally underwhelmed by 


Bowie that time, and the spell was finally 


broken - but for five years Iwas ever so 
slightly obsessed. Besides, I was now 19. 
Perhaps not quite prepared to put away 
childish things, but... 








OUTSIDE THE POSTCARD FLAT, 109 WEST FRINGES STREET, GLASGOW, 190 


WHERE'S Edwyn and David McClymont from Orange Juice and The 

A Go-Betweens, just before they returned down under, where unfortunately 
they were eaten by dingoes - really very sad. I liked having The Woe-Begones 
around. It’s not true РА planned to leave them stranded at Central Station if it 
turned out they had long hair when they arrived. David's made that story up, I 
reckon – it's certainly funnier than a truth, but obviously alie, as he says һе was 
sent to pick them up, and he couldn't drive. I was the only driver back then. 


Annoyingly, as | would always much prefer to be driven, 


E 


aa oe 
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POSTCARD HOTLINE, 19 


TAKE Black - later singer; in 

В Alabama 3, who did the Sopranos 
theme - taught me how to call the 
operator from a phonebox, claim 
to be an engineer working on a line 
problem, givea makey-uppy ID 
number, and askto be connected 
to such'n'such a number - say, 
Rough Trade - for free. It 
invariably worked. Later, 
something went wrong with 
the phone at 185: it wouldn't dial 
out unless you tapped the number 
like Morse code on the prongs the 
receiver sat on. But we weren't 
being billed, so this facilitated 
alot of cheap talk. Itwas atime 
when people could be smarter 
than their phones. №» 
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OHNNY covered 

Elvis's *Crawfish" for 
Swamplands, but it 
wound up coming out 
on some other label. I 
tookthis while we 
were shooting the 
video - Super-8, I 
think. Patti and I were 
shopping in Liberty 
one day, hunting the 
crocodile earrings 
she's wearing here, 
when she bumped into 
aHare Krishna and got 
chatting. I just 
wandered off, 
thinking, ‘Who the 
fuck?’ Turned out to be 
Poly Styrene from 
X-Ray Spex. Pattihada 
great sense of style; 
Thunders too, 
of course. He was 
avery sweet-natured 
person. Saw the 
Heartbreakers 
at Clouds in Edinburgh 
in’77, and they were 
really electrifyin’. 
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HIS is the postcard we gave away with 

Aztec Camera’s “Just Like Gold” single. 
Roddy looks about 10. The picture on the 
card was taken by Robert Sharp at his pal 
Marty's mum's cottage – middle of a golf 
course, I think. It’s where the photo on the 
Incredible String Band’s Hangman’s 
Beautiful Daughter album was done. 
Marty and Robbie were actually the kids 
on that sleeve. The mum’s bedroom in the 
attic was pure hippie pad stylee, and the 
story goes Bob Dylan visited in’66. Can’t 
think who the dog was, though. 





FAUL QUINN and EDWYN COLLINS, 1964 


ID these promo shots for Paul and Edwyn's “Рае | 
Blue Eyes", outside Mickie Most's RAK studios, 
where Edwyn was recording the third Orange 
Juice album - some nice things on that record. St 
John’s Wood, London’s mean streets: those were 
hard times and life was cheap, so you were wise 
to carry your metal comb with the handle 
_ sharpened to a fine deadly point - all the better to 
— chib you with, ya bass. I’m practically having an 
attack of the vapours here just thinking back on 
= _ those bad, bad old days before... № 


ALANHORNE 





ALANHORNE 


FAUL QUINN, 
GLASGOW 1982 


[P go endlessly 
wandering, always 
with an eye out for 
locations for shoots, 
or putting on concerts 
or whatnot. I 
discovered this old 
film noir-style liftin 
a building in Argyle 
Street. Near Argyle 
Arcade, famed for its 
jewellery stores, and 
where Edwyn would 
famously catch his 
reflection inthe 
window, апа Га take 
the piss out of his 
sucking in his 

cheeks and posing. 
Iremember planning 
a jewellery heist 
there with John De 
Main ala The League 
Of Gentlemen movie: 
we'd do the whole 
arcade and be offto 
South America before 
you know it. 
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PUT together a concert for Edwyn on the 

Ferry, and Paul came on and sang "Ain't 
That Always The Way". This was during the 
soundcheck, with Edwyn and Grace's son 
getting in on the act. Ра seen Jonathan 
Richman on the Ferry, and thoughtit wasa 
great place to play ifit was anice summer 
evening. l'd suggested Jonathan should 


play with Orange Juice at the Hammersmith 


Palais when he reappeared back in '84-ish, 
and we got chatting backstage: he was 
telling me he wanted to go up to Findhorn, 
to check outthe giant cabbages. 
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CUT-up’n’paste, in the style ofthe 

original Postcard art. I thought the 
tartan thing would have a slightly mental 
look that would catch the eye. Certainly, 
there was nothing remotely like this 
malarkey going on back then, and it 
certainly did get noticed. Anyway, 
somehow I feel Гуе managed to capture 
the essence of the four of them here 
perfectly. If you stare closely, that’s 
Sydney Greenstreet looking up James 
Kirk’s skirt. 
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VIC GODARD FOSTER, 1990 


MOCK-UP fora poster for a concert – on 

my birthday, in fact, same day as Gore 
Vidal’s - which didn’t take place. 
Unfortunately, the birthdays kept 
happening. I recently found a cache of old 
letters from Vic: lyrics he’d sent for Paul to 
put tunes to. Never got round to it, as 
usual. Written on Post Office stationery, 
too. The picture's from the shoot for Vic's 
Postcard LP, The End Of The Surrey People. 
м. e smi S | He's againstthe garage door at Berens 
rimitive way с 3 | - | Е \ Road where Edwyn and Grace were living. 

hc і. аз! E - That'san old mic he's holding – one of 

Edwyn's, no doubt. 
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DAVY BENDERSON COLLAGE, Н 


AVY from Fire Engines, of course, but he was doing The 

Nectarine No 9 on Postcard at this point. Davy turned up 
with the poet Jock Scot for the weekend, cut, bruised and 
battered - sordid details were not so forthcoming. But I 
took some shots for the LP Jock and Davy were doing for 
us. Davy made some great records around the time, but 
“TIGER TIGER," the one The Nectarine No 9 made with 
Paul, was something else again. I really love that record. 





PAUL QUINN ON STAGE AT 
GLASGOW FILM THEATRE, 
OCTOBER 1994 


| HIS is during Cheap Flights, a 
Б. grand concert-happening іп the 
cinema to launch Paul's Will I Ever 
Be Inside Of You album. We 
2. projected movies - Taxi Driver, 
ж Midnight Cowboy, Тһе Wild One 
| and more -onto the group as they 
played. A huge amount of work- I 
wish I'd just been able to sit and 
watch it properly, but I was busy 
spinning samples and audio into 
the mix, and getting films cued 
up. Alllive, no safety net, soI was 
really wired. But when the 
elements would come together, it 
wasincredible looking and 
sounding. Genuinely thrilling. 
Thatalbum and show, though, 
definitely left me feeling quite 
wrung out. © 








Details about the Paul Quinn 
boxset, Unadulterated/ 
Unincorporated, canbe found 
at www.postcardrecords.co.uk 
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KOURTNEY KYUNG SMITH 





Album by album 


























Blake Mills = 





The pick of the virtuoso's own records, 
and those he's produced for others 


The guitarist, singer and producer has built 


REATIVITY is messy,” says Blake Mills, as he 

о о picks ata guitar in his Los Angeles home. “It’s like 
a dream - if you try and transcribe what happens 
in a dream you'll sound like a crazy person... but 
they make total sense while you're in them.” 


upanimpressive body of work over the past 
decade and a half, both with his own records and in his collaborations. 
His openness to wild ideas, liberated by his considerable prowess on guitar, 
has so far led to gigs with Jackson Browne, sessions with Bob Dylan and 
production for Laura Marling, Alabama Shakes and others. 

“My first time in a proper studio was at Sound City with producer Tony 
Berg," he marvels. "And now Tony andIlease Sound City together." It was at 
the complex's Studio A that Mills and bassist Pino Palladino crafted their 
new album, Notes With Attachments, a post-everything collage of jazzy, 
hazy instrumentals. His zest for experimentation always to the fore, the 
guitaristis especially thrilled about the record. 

“When you don't havea vocal you can do some interesting things with 
arrangements and production,” he says. “You can havea level of detail on a 
bass guitar that would otherwise distract from a singer, all this finger noise 
and things that usually would crowd a voice. With that gone, you really start 
to hear people's personalities in their performances." TOMPINNOCK 


SIMONDAWES 
CARNIVORE 
RECORDCOLLECTION, 2006 

Mills first release, inthe band that 
became Dawes after his departure 
This was а 
really fun, 
wonderful 
experience. Of 
course, [cannot 
stand to listen 
toitnow and 
probably haven’t been able to since 
it came out - like most records I’m 
part of - but I do have a lot of fond 
memories of being in a band now, 
years later... all the time spentin an 
Econoline van driving around the 
country with my friends, eating 
horrible food and just loving it. I was 
that guy in the band who had all 
these ideas – I mean, everybody else 
had ideas too, but Iwas the one who 
would get into conversation with the 
drummer right away... “I had an idea 
what you could play, and the bass 
part...” Iwas probably so annoying 
to bein a band with. It was surely 
apparent to some people, but maybe 
not to me, that my destiny was more 
in production. Along with a bunch 
of other guitars, I was playing a Les 
Paulthat Dickey Betts gave to me. 
WhenIwasin high school, one of 
the local bands I played with was 
Dickey's son Duane's. I gotthe guitar 
as a graduation present - I think my 
dad might have had a lot to do with 
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it. Iopened up the case, it smelt like a 
saloon, and there was this incredible 
instrument inside. 


BLAKEMILLS 
BLAKEMILLS 


RECORDCOLLECTION, 2010 

The solo debut, written and 
performedalmost entirely by Mills 

| } In Simon Dawes 
we did a tour 
opening for 

| Band Of Horses. 
| They had 

! recently losta 

‚ guitaristandI 
thinkthey had keys on the record, so 
what they really got out of letting us 
open for them was that Taylor andI 
would then play in the band for their 
set. Ireally responded to the humour 
in their music — as people, they take 
what they're doing seriously, but 
they also take opportunities to let 
people laugh and make it light. It’s 
adichotomy, being heavy and light 
at the same time. I realised that 

I could be funny in song and it was 
OK - so this record does have some 
ridiculous bits in it. Mike Einziger, 
the guitarist in Incubus, decided to 
take some time off and go study at 
Harvard, so his home was empty. 
Не’ just started building a home 
studio, and I had expressed interest 
іп recording some songs Га written, 
and he said, “You should just go use 
my house." His liveroom wasn't 











Blake Mills, 2020: 
makingsense 


of dreamlike 
creativestates № | 


fully built, but he's got this great big 
A-frame living room – we scooted 
the couches to the side of the room 
and just set up there. It was a short 
drive from my parents' house where 
Iwasliving atthe time, so Iwould 
just go out there and screw around, 
try things that I hadn't had a chance 
to do without feeling a little invasive 
of other people's territory. I wasn’t 
bugging anyone by picking up a bass 
or playing drums myselfor singing. 
I could do this to my heart's content. 


BLAKEMILLS 
HEIGHHO 


RECORD COLLECTION/VERVE, 2014 
Legends assemble: Jim Keltner, Don 
Was, Benmont Tench, Fiona Apple 
and more help: out on Mills second 
Га gotten 
something out 
` of my system 
| doing а solo 
he record by myself 
—Tthinkit’s 
important for 
people to experience that. Then 
once you do that, you’re craving 
collaboration and the camaraderie 
of having other people in the room 
responding to what you're doing in 
real time. Then you get to respond to 
theirideas and interact, soI knew 
thatthat was how I wanted to 
approach making Heigh Ho. Between 
thefirst and second records, I'd spent 
most of my time doing sessions and 





production, so the musicians Гуе 
got on here are people that I'd 
worked with, that I’d become friends 
with in that period. It’s also the first 
time I had access to a proper record 
budget, so I was thinking, ‘Well, the 
thing I should do with this is hire all 
these guys, and book this incredible 
studio and spend the year mixing it 
with the best engineer I can think 
of to work with, Greg Koller...’ So it 
was an experimentin almost the 
opposite of the first record. Iwas 
using Jackson Browne’s Telecaster 
alot on this one, but often there'd 
be two or three different guitars on 
any given track, just doing specific 
things. That guitar was a big part 

of the record, as well as the 
Coodercaster, as I was playing a lot 
of slide then. I was also using this 
1800s German nylon-string guitar 
that belongs to Stuart Johnson, the 
drummer in Simon Dawes. 


ALABAMA SHAKES 
SOUND & COLOR 


ATO,2015 

Mills helms the second Shakes 
record, avery different beast 
fromtheir stripped-down debut 
We bumped 
into each other 
in Austin, 
Texas, when 
Iwas playing 
with Fiona 
Apple. It must 





Mills (secondleft)reunited 
with the other former 
members of SimonDawes 
(now morphedinto Dawes) 
at the Grammy Museum, 
LA, October 2016 


‘AlabamaShakes Ш. №... | тш же a m 
Fs adi мд T 
a ке ay SLT 


in2015:aimingfor 
something ‘more 


have been South By Southwest. 

We were sharing a dressing room 
and I told them Га seen this late- 
night performance on Conan and 
that they were an incredible band. 
They were fans of my first record; 
Pm not sure ifthey’d heard any 
other productions that Га worked 
on or not. Their first album was a 
naturalistic document of what they 
sounded like playing in a room, and 
it was pretty compelling because 
they'reanincredible band. On 

their second record, they wanted 

to make something that was more 
exploratory, in the vein of some of 
the music they loved, everything 
from Pet Sounds to David Axelrod 

to Parliament... alittle more 
adventurous, a little more into the 
surreal maybe. We wanted to allow 
ourselves the same freedom. I think 
maybe two or three songs existed at 
the time. Brittany would write 
things, demo them on GarageBand, 
and then they'd work on them as a 
bandin Brittany's basement. Soin 
the studio we figured out what 
happens when we experimented 
with sounds and parts, and it turned 
into one of thoserecords where 
you're writing as you're going and 
using theinspiration of what 
happenson one song to start the next 
one. You would never design a record 
that way, but it's the kind of thing 
that happens when you just allow 
space for something to take place. 


E D EET Jj! 


| LAURAMARLING 


SEMPER FEMINA 


MOREALARMING, 2017 
Thereis 
something 
ғ really sacred 
aboutthe way 
4 $ songwriters 
Е ^3  playtheirown 
songsonan 


instrument. You just never get the 
same kind of thing if someone 
else is trying to play your part for 
you, then you sing over it. Before 
getting in the studio, we got 
together and she played and sang 
the songs. She's such a confident 
instrumentalist, and she gets the 
composition to a pretty complete 
point before she even shows 

the song to someone, so it was 
traditionalin that way: we had the 
parameters ofthe song, we knew 
the sections, we knew the music. 
The musicians Laura was playing 
with liveatthe time were all 

great, and people she was really 
comfortable with and wanted to 
use — for me that was a little outside 
of my wheelhouse, because I have 
a shorthand with my own players 
that I like to use. It was about me 
accepting them more as a band 
rather than a solo artist. That 
definitely informed the process 


Laura Marling, 2017: 


“suchaconfident 
instrumentalist” 
TP "RN 


е "i 


DD 
"Itsa 
dichotomy, 
being heavy 
and light at the 
same time" 


and my role. But they were all 
wonderful in terms of just being 
receptive to everybody's ideas 
and adapting, and so we did get to 
experiment. It was alotoffun.Ilove 
beingina position where you're 
working with somebody that you 
just have tremendous respect for. 
There's endless inspiration just 
listening to Laura sing her songs 
and responding to that. 


BLAKEMILLS 
LOOK 


VERVE/NEW DEAL, 2018 


One дау Гт at 
the house of my 
friend, James 
Valentine, 
guitaristin 
Maroon 5, and 
hegets this big 
box in the mail. He goes, “Oh shit, 








this is my guitar teacher's Roland 
guitar synth..." So we unboxed 
itand plugged itin and thenI 
started playing that thing for hours 
before I finally went home. I loved 
it! So went and bought one, and 
started doing a bit more research 
on the stuff that Roland was 
building back then. My ‘collection’ 
was something that quickly came 
about. I thought, ‘These aren’t 
cheap, but at this time in my Ше 
anything that gets me inspired to 
pick up a guitar is probably worth 
it.” You can’t store settings, so we'd 
be recording all the time. Then 
about a year later my engineer 
Joseph Lorge said what we’d 
recorded was pretty cool and 

that I should listen to it again. Some 
of the passages were like little 
compositions, so we cut them out 
and mixed them. In some cases we 
had ideas for sounds we could layer 
or emphasise with strings or vocals, 
so I asked Rob Moose and Natalie 
Mering from Weyes Blood to come 
and listen and pick out these 
overtones that I was hearing. They 
also heard their own overtones, and 
we tried things that played off of 
those. The GR500 has different 
stages to howit’s processing the 
guitar signal, and discrete outputs 
for different strings, so with just 
one performance on the guitar, you 
can create this thing that feels like 
anorchestration. » 
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Perfume 
Genius, 2020: 
"Igetalotof 
cinematic 
inspiration 


® 
Iwasa facilitator”: fromhim" 


Mills with Pino 
Palladino, 2021 








UNCUT BLAKEMILLS 


CLASSIC 


MIKEPISCITELLI 


MUTABLE SET 


VERVE/NEW DEAL, 2020 


The idea of co-writing to me was 
always natural in terms of other 
people's music, but I thought of my 
own songwriting as a departure 
from that process. Then one day I 
questioned why collaborating with 
people seemed taboo for a Blake 
Mills record, soI started reaching 
out to people I was a fan of. Everyone 
has their own comfort zone they 
default to in their writing, and I was 
hoping that co-writing would bea 
way to break that up a bit. Cass and 
Ihave known each other for quite 

a while; I used to play with him live 
and I’ve always been a big fan of his 
records. Sometimes I'd send hima 
song and say, “This is what I like 
about it, these are the things I don’t 
like about it - what would you carve 
out?” There was one tune, “My Dear 
One”, that I think even originated 
from a song of Cass’s. His 
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sensibilities are really 
brave and inspiring, and 
he gets me out of my head. 
Pro Tools is very conducive 
to reworking things, but 
tape forces you to make 
decisions. I really enjoyed 
working on tape that way 
— sonically it makes fewer 
elements sound bigger, 
warmer. Soa lot of the 
recordings of the songs 
would evolve from 
performances that 
were pretty minimally 
arranged - it might just be 
meon piano or guitar and 
my voice — and you would 
go back and listen and 
say, ^Well, this sounds 
done..." Anything you add needs to 
be at the service of the things that 
are already there, rather than trying 
to turn it into something that it’s not. 


PERFUME GENIUS 
SET MY HEART ONFIRE 
IMMEDIATELY 


MATADOR, 2020 


| When I work 
with Mike I 

get alot of 
cinematic 
inspiration 
from him. 

He writes in 
such an impressionistic way, and 
sometimes he'll still be working on 
lyrics when we start recording, so all 
Г] be working offis melody and a 
framework of how much space there 
is in his music. We'd worked on a lot 
of music together before we started 
on this record, and I was excited to 
make this differently to how we 
made [2017's| No Shape - that was 
one of those layered, overdubbed 





SEMEN EE M 
"Anvthing vou 

add needs to be 
at the service of 
things that are 

already there” 


records that I played a lot of stuff on. 
That has a certain sound and it's 
cool, but I’m always left pining for 
the other thing involving other 
people, having it turn into 
something that’s greater than what 
you can just do by yourself. So for 
this record we had arhythm section 
and Mike would sing live and 
respond to what they were doing. 
Pino Palladino, Jim Keltner and Matt 
Chamberlain were the core rhythm 
section and I would sometimes ре 
playing instruments, along with 
Alan, Mike’s partner, who’s a huge 
part of his music, on Keys. It was 
amore traditional version ofa 
Perfume Genius record, at least in 
terms of No Shape, and it grounded 
itin acool way. It turned it into 
something more like a’7os record, 
when people were trying to create 
surrealist music or a certain kind of 
whimsy in their productions, but 
they would have to do it still within 
the construct of what was available 
atthat time and what people could 
doonaninstrument. 


PINOPALLADINO 
&BLAKEMILLS 
NOTES WITH 
ATTACHMENTS 


NEW DEAL/IMPULSE, 2021 


| Pino had been 
' recording 
various ideas 
= over 20 years, 
= but from what 

I gather he’d 
* never really had 
a sense of them all being part of an 
album. When you are associated 
with aninstrument and a sound... 
you're conflicted about the idea of 
making something that caters to that 
and you're conflicted about the idea 
of making something that refuses it 
too – that can stunt anybody from 
just having any creative output. So 
when we started working on it, I just 
wanted to reinforce the side of him 
that expanded beyond the neo-soul 
stuffthat he's been a part of, and 
maybe hark back to more fretless 
playing that he did in the Paul Young 
era. He was playing fretless with 
Nine Inch Nails - playing fucking 
fretless bass on Downward Spiral 
stuff! I thought that was so hip, and 
not part ofthe Instagram algorithm 
of Pino Palladino in most people's 
minds. I was a facilitator. We both 
knew it would be a letdown just to 
make an album that felt like it was 
abunch ofinstrumental music 
missing a vocal. So we were like, 
*OK, we know it can't just be 
establishing a groove..." Instead 
you've got this rotating cast of 
characters who are all trying 
to encroach on the other guys' 
instruments a little bit, it's really 
fun. Pinoisa sick guitar player, 
he's got really cool chord voicings 
that he would show me, and I would 
incorporate them into my parts. 
There are little traces of guitars from 
his demo recordings that were so 
cool we just had to use them. © 





Notes With Attachments is out via 
New Deal/Impulse! on March 26 
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Shimmering 2” 


delicately: 
Collins four- 
pieceband 


The TownHall, New York, February 12 


UDY Collins left the Greenwich 
Village folk clubs to make her 
concert debut at New York’s 
Town Hall on March 21, 1964, 
aged 24. The resultant album, 
The Judy Collins Concert, opens 
with her lone guitar strum 
gaining focus and shape, 'til it becomes 
Billy Edd Wheeler's “Winter Sky". “And 
Ifeel like something’s gonna die", she 
sings, letting syllables glide, then fade 
and fall to the ground. You could call her 
lovely soprano crystalline, but its purity 
is tougher than that, as she turns art-folk 
into a blues incantation. It was a daring 
opening then. 

Fifty-six years later, Collins stands on 
the same stage, facing a Covid-emptied 
auditorium, to recreate that night as an 
online fundraiser for Syrian refugees. 
She wears a white dress, white heels and 
aleonine white mane as an artificial, 
magnificent crown. A four-piece band 
expand on her 1964 duo's sound, 
shimmering delicately. Still her voice 
is left almost as bare, as she braves 
“Winter Sky” again. Stringent diet and 
practice have kept her vocal control 
amazingly intact. But the years’ 
weathering adds hairline cracks, and 
she uses graininess in the song’s softer 
places. Time has added character. 

It was Collins who tended and nurtured 
the Village folk scene towards its singer- 
songwriter future. If Dylan was the 
catalyst, she was the tasteful enabler 
with the celestial voice. Among Dylan’s 
first, most astute adopters, her Elektra 
albums were also crucial showcases for 
Fred Neil, Tom Paxton, Richard Farina, 
Randy Newman, Joni Mitchell and, most 
of all, Leonard Cohen, who came begging 
at her door bearing a sheaf of lyrics, 


Greenwich 
Village's ‘tasteful 
enabler’ returns 
tothesceneofher 
concertdebut 


which she convinced him to sing. She 
artfully popularised “Suzanne” and 
“Both Sides Now”. 

Tonight's gig is accordingly full of 
anecdotes that find Collins in the room 
as she witnesses icons spark. But she was 
also in the thick of the artistic action as 
a participant. She attacked trad material 
with fearless attitude on her debut, Maid 
Of Constant Sorrow (1961), while In My Life 
(1966) is an orchestral, art-folk landmark, 
home not only to “Suzanne”, buta 
homemade cut-up of the Brechtian score 
to the avant-garde play Marat/Sade. 

However, when she departs from 
1964’s setlist tonight, she ignores those 
ambitious byways, as well as her big '70s 
hits "Amazing Grace" and “Send In The 
Clowns". Instead, she conjures the sense 
of concerned community that defined 
the old Village, as with “My Ramblin’ 
Boy”, Tom Paxton’s Steinbeck-like tale 
ofa loyal, dying hobo friend. “Опе more 
time, sing it now, out there on the Zoom!” 
she calls, imagining a virtual hootenanny. 
This practised charmer woos the camera 
as ifit’s a packed Town Hall. 

50 1964 was “a number of years ago — 
Ican’t really count”. But the rollicking 
life these songs fell into is remembered 
with relish. “Somebody had some acid,” 
she begins of the night with “wild, 
crazy, wonderful sweethearts” John and 
Michelle Phillips that led to the former 
writing tonight’s ambling cowboy yarn, 
“Me & My Uncle” (later pinched by Bob 
Weir for the Dead). 

“In 1964, on this stage, I first heard... well, 
І knew him from the Exodus [Gallery Ва" 
in Denver,” she says, moving on to Dylan. 
“He used to come by, he was homeless.” 
This was in 1959, when Collins was already 
a pro folk singer in her hometown, and an 
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SETLIST 





Winter Sky 
My Ramblin’ 
Boy 
Anathea 


Me&My Uncle 
Wild Rippling 
Water 
TheLonesome 
Death Of Hattie 
Carroll 

Mr Tambourine 
Man 

Bottle Of Wine 
CruelMother 
Coal Tattoo 
TheLast Thing 
OnMy Mind 
JohnkRiley 

Both Sides 
Now 

Someday Soon 
The 
Highwayman 








admiring Bobby Zimmerman noted her 
version of “House Of the Rising Sun”. He 
still *hadn't changed his name yet" when 
she saw him next, in New York. But by the 
time she sang “The Lonesome Death Of 
Hattie Carroll”, she understood Dylan’s 
early art perfectly. “In 1963, ata Baltimore 
social gathering, a Negro maid was 
senselessly murdered,” she announced 
on The Judy Collins Concert, when rich, 
white William Zantzinger’s crime was 
news. Ап angry clang of acoustic guitar 
preceded a declamatory verse. In 2021, 
shesings in soft, elegiac recollection. 
Thereis sorrow and stern challenge in 
her face, implacable intent in her voice. 
Thefinal *tears" becomes a keening 
lament, before her eyes and mouth 


ia te ОТ ЕН БЕРЕН КЕ БІ 
There is stern challenge 


in her face, implacable 
intent in her voice 


open in dismay. “Mm,” she shudders, 
“bout does me in to sing that song." 


Collins announces the Ewan MacColl- 
collected folk song “Cruel Mother”, in 
which a woman kills her unwanted babies 
witha penknife, as “one of the monumental 
songs of the English catalogue”. But there’s 
nothing weighty as she caresses this 
spectral death-tale onwards, ’til its velvet 


grip squeezes your breath. Tom Paxton’s 
“The Last Thing On My Mind” switches 
modes to a worldly troubadour’s weary 
apology toa lover, catching the sexual 
politics of the Village demimonde before 
Cohen perfected the stance. 

In another unbeatable intro, Collins 
recalls Al Kooper rousing her on the 
phone late at night to rant about a pretty 
woman he'd trailed home from a bar and 
who’d just sung him a song. He put Joni 
Mitchell on to sing “Both Sides Now” to 
Collins, who took it into the US Top 10in 


1968, transforming both women’s careers. 


Tonight it’s slowed to a conversational 
pace, Collins’ broad smile befitting 
its bright folk-pop. She can still sing 
that youthful gem, or inhabit another 






Collins onstage: 
reviving the sense 
ofconcerned 
community 


ancient young woman's heartbreakin 

the folk song “John Riley” (much as her 
contemporary Shirley Collins did last year 
on “Barbara Allen”). 

Where Dylan has spent his long career 
treating the chains of expectation with 
Houdini contempt, Collins has kept a truer 
course. “If I can’t sing well, what am I 
doing?” she explained recently. “The craft 
of singing, and the structure of a great 
song. That's whatit's aboutfor me." Judy 
Collins is an octogenarian vocal miracle, 
and a walking folk-rock history. But what's 
just as apparent tonight is the mature 
conviction she brings to her material, to 
the point where these folk songs' enduring 
virtues and her own seem entwined. (D 
NICK HASTED 
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GRANT FINLAY 


Tramway toheaven: 
Mogwai Dominic 
AitchisonandStuart 
Braithwaite 


Tramway, Glasgow, February 13 


LOVE making records,” 

says Mogwai’s Stuart 

Braithwaitein a brief 

voiceover that precedes 

this impressive live 
album premiere, 

“but I think the main 
thing I like about being in a band is 
playing concerts.” Certainly, Mogwai have 
always been alive band first and foremost. 
Their music demands to be felt as well as 
heard, so initially it’s difficult to imagine 
what might be gained from 90 minutes 
spent watching these five stoic Scotsmen 
sway gently on the spot via your laptop 
or TV screen. 

But for the past decade or so, Mogwai 
have been on a different path to the quiet- 
loud obliterations that originally made 
their name. The music on new album 
As The Love Continues — one of their very 
best - is elegant and multi-layered, 
slowly enveloping you rather than 
simply ambushing you with noise. 

Watching how their parts interlock 
is strangely mesmerising. These days, 
most Mogwai songs are led by the gallant 
keyboard melodies of Barry Burns, with 
Dominic Aitchison's bass providing the 
counterpoint and Braithwaite's guitar 
colouring the spaces around them or 
putting on the burners where necessary. 
Drummer Martin Bulloch made his peace 
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with the machines along time ago now 
— his Young Team nickname was Bionic, 
remember - and these sequencer-driven 
numbers often move along at quite a clip 
compared to the slowcore symphonies 
of old. 

This gradual realignment has lent the 
music amore cosmic, uplifting feel and 
a greater sense of immediacy, to the point 
where “Ritchie Sacramento” is considered 
worthy of heavy daytime rotation on Radio 
6 Music, even ifits brittle harmonies don’t 
quite convince live. There is a reason why 
Mogwai remain a primarily instrumental 
band, and Braithwaite or Burns are on safer 
ground when singing through vocoders, 
as on the majestic “Fuck Off Money”, 
which sounds like something from Air’s 
Moon Safari burning up on re-entry. 

Thankfully, Mogwai’s cautious 
embrace of more conventional songcraft 
hasn’t come at the expense of their sonic 
enormity. “Drive The Nail” and “Midnight 
Flit” come at you like tidal waves, even 
through computer speakers, and there’s 
anice moment of back-to-basics crunch 
when Burns and utility man Alex Mackay 
abandon their workstations to form a three- 
pronged guitar attack on the Smashing 
Pumpkins-esque “Ceiling Granny”. 

There is still a deep melancholy to some 
of Mogwai's tunes, but as on the sublime 
“Dry Fantasy”, the sadness feels rousing 


SETLIST 





To The Bin 


My Friend, 
Tonight We 
Vacate Earth 
Here We, Here 
We, Here We 
Go Forever 

Dry Fantasy 
Ritchie 
Sacramento 
Drive The Nail 
Fuck Off Money 
Ceiling Granny 
Midnight Flit 
Pat Stains 
Supposedly, 
We Were 
Nightmares 

It's WhatlWant 
To Do, Mum 


How To Be 
A Werewolf 
Like Herod 





Thenew 
music has 
“amore 
cosmic, 
uplifting 
feel” 





rather than desolate; on “Pat Stains”, 
the introspection of Braithwaite’s folk-ish 
9/8 guitar pattern is brilliantly offset by a 
euphoric gush of saxophone (hopefully 
Colin Stetson will be allowed to deliver 
thisin person next time they play). 
Ifacouple ofthe heavily synthesised 
new songs can feel a little too clean, bite 
is restored by an ‘encore’ of “HowTo Be А 
Werewolf" and the hardy live staple *Like 
Herod", Braithwaite attacking its fearsome 
crescendos with the same relish as he did 
in 1997. Mogwai's crowning achievement 
has been to prove time and again that rock 
music can thrive when brutally shorn of 
allits self-indulgent clichés - the obvious 
riffs, the anguished poses, the preening, 
needy frontmen - to offer something more 
honest, compassionate and communal. As 
for the spectacle that remains, it turns out 
thatthe look of absorption on their faces 
is theatre enough; the shared triumph of 
ordinary guys making an extraordinary 
noise. (D SAMRICHARDS 








T'Sacommon fallacy that 

great writers, bands and 

footballers ‘go soft’ with 

extreme fame,” wrote Mark 

E Smithin a letter on August 
11, 1980. “I contradict this and say the 
people love a decline and become very 
vampiric towards their heroes." Given 
that he proudly stated that he burned his 
copy of The Fall(en), Dave Simpson's book 
about tracking down all the ex-members 
of The Fall, onecan only imagine what 
Prestwich’s favourite son — who died 
aged 60 in 2018 - would have thought of 
the mere pseud mag eds picking over his 
bonesin 


Edited by Saint Etienne's Bob Stanley 
and Wire writer Tessa Norton, this 
collection of ephemera and essays strives 
to pindown the mightiest post-punk 
phenomenon ofthem all, taking a 
psychogeographical creepy crawl around 
Smith's hometown and investigating — 
among other topics - his “new puritan” 
work ethic and love/hate relationship 
with “professionalism”. Meanwhile, 
asuccession of writers rummage 
through Roman Totale’s bookshelves 
to see how his eldritch literary tastes — 
MR James ghost stories, Wyndham Lewis 
Vorticist weirdness, HP Lovecraft and 
Philip K Dick — helped to make The Fall 
what Ian Penman calls “a kind of occult- 
prole Big Youth, backed by stock-car- 
smash rockabilly”. 

Bold assertions are made about MES and 
his art, but Richard McKenna comes closest 
to capturing his eerie charm when he 
writes: “Smith was a symbol of strangeness 
— not of eccentricity, that fundamentally 
harmless Victorian predilection for 
dressing up, butreal strangeness: the 
type whoseunpredictability and power 
to alienate never allow the spectacle to 
settleinto place." 

The best fun to be had, then, comes 
when Smith's own uncanny voice stabs 
through the pages: his amazing hand- 
made press releases for the earliest 
Fallrecords; quotes from the 1979 
interview where he advocates *nuking 
Russia" because eastern Europe has 
become “like Middlesbrough”; or his 
hatred of ex-upholsterer and rockabilly 
turncoat Shakin’ Stevens, savaged on 
19835 “Ludd Gang" for his “massacre 
of ‘Blue Christmas’”. 

Smith got trapped in amber as an 
oddball curmudgeon as time went by; 
there are great 2000s Fall records, but 
his aim had become as erratic as his 
behaviour. Former collaborator Michael 
Clark remembers sadly: *He kept his 
money in the fridge, answered the phone 
when the doorbell rang.” Speaking in 
1999, Smith explained: “If you have 
your eyes everywhere and your brain 
everywhere it just fucks you up, take my 
word for it.” However, if Excavate! cannot 
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TheFall's "symbol 
of strangeness’: 
MarkESmithat the 
Electric Ballroom, 
London, April 1980 
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help but track his decline, The Fall’s 
brilliant enigma remains unsolved. The 
vampires will not have him. 


BACKinthe golden age of King Crimson, 
Nick Cave wrote home to a girlfriend in his 
hometown of Wangaratta that “English 
music was better than American music 
because of how skinny the guitarists' legs 
were", Then at boarding school with future 
bandmates Mick Harvey and Phill Calvert, 
Cave's aesthetic was coming on, but still 
required some fine-tuning: Mark Mordue's 
records that his school band's 


ever-changing names included Quaker 
Lady, S-Bend, Heavy Freedom and Nicky 
Danger And The Bleeding Hearts. 
Written with the co-operation of Cave, 
hisfamily and friends, Mordue's book 
offers total immersion in the artist's early 
years: his taste for the Sensational Alex 
Harvey Band, the death of his father in 
acaraccident, and his dalliances with 
Nabokov, Dostoevsky and heroin in 
post-punk Melbourne. It pans away just 





ар 


asthings get really interesting, with the 
fresh-faced Boys Next Door changing 
their name to The Birthday Party on their 
1980 flight to London, but ifit doesn't 
cover his peak years, Boy On Fire paints 

a vivid portrait of an artist in the process 
of becoming, those skinny legs treading 
more and more purposefully by the page. 


MIND blown after hearing Gary Numan's 
“Cars” on the radio, Crofton Park - in- 
house drudge to Fear Taker guitarist 
Marko Morrell - realises that the 1980s 
might not be his generation's decade. “We 
had to start thinking: maybe our day was 
gone?" hesaysin Alan Warner's fictional 
take on the dying days of prog, 

. "Everyone's record sales had really 
dropped, for major ’7os acts like Fear 
Taker. America was still OK - so far - but 
not good old Blighty, and that hurt." 

Best known for Morvern Callar and The 
Sopranos (and perhaps for his 33 1/3 book 
on Can's Tago Mago), Warner's new novel 
focuses on Kicker-booted underling Park, 
left to fret over the upkeep of Morrell’s 
gigantic Sussex pile while his boss, hero 
and ‘best friend’ struggles to stay afloat in 
a post-punk world. Having subsisted in 
prelapsarian bliss on a diet of breakfast 
cereal and Blue Ribands in Fear Taker’s 
glitter years, Morrell senses the clouds 
gathering, but Park only feels that wind 
of change when two bored girls from the 
neighbouring housing estate pop by to 
check out the neighbourhood hairies. It’s 
a poignant, dark and occasionally painful 
study in delusion; the sleeve of Emerson, 
Lake & Palmer’s 1978 fashion disaster 
Love Beachin novel form. ® JIM WIRTH 
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Chloé 

Zhao will soon have 

a blockbuster hit on 

her hands with the 

Marvel superhero film 

Eternals. Let's hope 

that it does extremely 
well, so that it enables the Beijing-born 
filmmaker to continue making the kind of 
insightful realist pictures she's sublimely 
good at, such as 2017's The Rider and now 
Nomadland, for which Zhao was recently 
crowned Best Director at the 2021 Golden 
Globes. The Rider was a powerfully spare 
drama about the South Dakota rodeo world; 
Nomadland explores similar terrain, again 
working with non-professionals to explore a 
largely unseen dimension of contemporary 
American life. 

Thistime, however, Zhao has a well- 
known lead, Frances McDormand. She 
plays Fern, from a Nevada town that has 
effectively shut down along with its gypsum 
plant. Fern sells her possessions, buys a van 
and joins the multitude of Americans, many 
ofthem similarly dispossessed, who travel 
the nation in search of work. 

Enroute, Fern crosses trails with a man 
named David (the other well-known face, 
David Strathairn, always a welcome screen 
presence), as well as with two characterful 
women, Linda May and Swankie, who both 
play themselves, as do most ofthe people we 
meet here. Another of those real-life figures 
is Bob Wells, a guru ofthe new nomadic 
lifestyle, who holds desert get-togethers 
that offer community and help novices 
learn the ropes. It’s one such meet that 
provides Fern’s lifeline to a whole new 
kind of independence. 

Nomadland, Golden Lion winner at 
2020's Venice Film Festival, is at once a 
harshly realistic work and a romantic one: 
itshows how nomadism can be a form of 
liberation but also thatit can push people 
to their limits. Based on the 2017 non-fiction 
book by Jessica Bruder, Nomadland depicts 
the latest incarnation of an American road 
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experience that starts with the wagon trains 
and runs through the wanderlust of the Beat 
and Easy Rider eras but thatis now rooted 
in a hard-tack necessity perhaps not so far 
from the desperation of the 1930s. 
McDormand gives atypically warm, 
no-nonsense performance as she sets out 
again from scratch, redefining who she is; 
at the same time, her presence serves as a 
self-effacing conduit to the world of the film’s 
real-life wanderers. The photography, by 
Joshua James Richards, takes us from the 
minutiae of people’s living and working 
spaces to the vastness of the sometimes 
austere, sometimes magnificent landscapes 
Fern travels through. Flawed only by 
Ludovico Einaudi's florid score, this deeply 
human essay offers us a privileged visit to 
asecret nation that exists in parallel with 
the America we think we know. 


German director Christian 
Petzold (Barbara, Phoenix) is one ofthe 
most adventurous filmmakers in European 
cinema - and also one ofits mostinventive 
storytellers. His way with narrative is 
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seductively simple but beneath its still 
surface lurk fascinating ambiguities – just 
as mysteries and giant catfish inhabit the 
murky waters ofthe lake in his transfixing 
film Undine. Based on a German legend 
beloved of the 19th-century Romantics, 
it’s about a young woman - a specialistin 
Berlin's city history - whois abandoned by 
her lover but falls for an industrial diver. 
Their romance symbolically christened by 
asoaking from a smashed aquarium, Undine 
(Paula Beer) and Christoph (Franz Rogowski) 
begin life together butit seems that Undine 
may have her own interests in the aquatic. 
Glimmers ofthe supernatural hardly seem 
possible in this very concrete modern setting 
and yet it appears as if Fate, in the operatic 
sense, is taking a hand in the lovers’ lives. 
Petzold is adept at teasing implausibilities 
and Undine walks a tightrope between the 
everyday and mythically tinged melodrama. 
The leads, reunited from Petzold’s last film, 
Transit, are mesmerising, with Rogowski’s 
face and manner suggesting a shy, boyish 
boxer, and Beer quietly mercurial as a Berlin 
siren who may literally be just that. 
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MINARI One ofthe standout titles this awards 
season, Minariis an autobiographical piece about 
Korean-American director Lee Isaac Chung's 
rural childhood. Alan S Kim plays seven-year- 
old David, who arrives in Arkansas in the '8os 
with hisimmigrant parents Monica and Jacob 
(Yeri Han, The Walking Dead star Steven Yeun). 
Both parents are working as chicken sexers — not 
the most thrilling job, we discover – but Jacob 
is determined to starta farm growing Korean 
produce and hopes to transform the arid field 
in which the family live in a rickety trailer. 

David and sister Anne (Noel Cho), meanwhile, 
meet their newly arrived grandmother, whose 
eccentricity they can't quite get the measure of. 
She's played by veteran South Korean actress 
Youn Yuh-jung, who by all accounts enjoys a 
national treasure status à la Maggie Smith or Judi 
Dench; she has someimpish moments here, and 
some heart-wrenching ones. The kids are also 
terrific, and there's a show-stealing turn from 
US stalwart Will Patton as Jacob's farmhand, 

a devout, possibly deranged Christian given 
to speaking in tongues and dragging a cross 
along the local roads. 

Named after a Korean herb, Minari is a lyrical 
film that might come across as lightweightif 
it weren't so palpably charged with personal 
investment - and if Chung's vision weren't so 
poetic, with Lachlan Milne's photography giving 
David's experience of nature the expansive 
sweep of child's-eye Terrence Malick. 


HEDREAMS OF GIANTS Plenty of films get 
making-of documentaries but Terry Gilliam's 
beleaguered Don Quixote project may be unique 
inspawning two features, one about its making 
and one about it not being made. The latter 
was Lost In La Mancha, Keith Fulton and Louis 


ПЕН 
Nomadland 


is both harshly 
realistic and 
romantic 


Pepe’s record of the Spanish shoot of Gilliam’s 
abandoned attempt at the film with Johnny 
Depp and Jean Rochefort. Now Fulton and Pepe 
return to show Gilliam at work on the film he did 
complete, 2018’s flamboyantly ramshackle The 
Man Who Killed Don Quixote, with Adam Driver 
and Jonathan Pryce. 

Gilliam is notorious for hugely ambitious 
projects that seem to court catastrophe, and 
what emerges from Fulton and Pepe’s He Dreams 
Of Giants is his unbreakable commitment to 
challenge. Working in Spain with some survivors 
of the first shoot, Gilliam revels in - and is 
tormented by - the awareness that the project is, 
what else, quixotic. What emerges poignantly 
is how much Gilliam has represented himselfin 
his mythic tale of an old man’s deluded passion. 
With his temper fraying on set and his energies, 
as he admits, running out, Gilliam is seen entirely 
with his guard down. The film comes across asa 
testimony to his fervour — and to the desperation 
and dicing with possible futility that underlie 
the visionary tendency in movie-making. 


STRAY “Dogs and philosophers,” said the 
Greek sage Diogenes, quoted in documentary 
Stray, *dothe greatest good and get the fewest 
rewards." Indeed, watching animals has often 
served cinema as a shortcut to understanding 
the human condition — rarely more so than 
in Elizabeth Lo's film about the multitude of 
dogs that live on the streets of Istanbul. Stray's 
main protagonists include Zeytin, a female, so 
confident in her ownership ofthe city that she 
can simply lie down in the middle of a busy road, 
regally unconcerned as the cars whizz by. 

We see the lawlessness of canine living, for 
much ofthe time blithely indifferent to human 
presence, with dogs shocking tourists by taking 
adumpona lawn or mating in front of a demo for 
sexual equality. There's also brutality, two dogs 
squabbling violently over cuts of meat handed 
outto them. 

Where the film's title attains its full meaning is 
in various dogs’ interaction with a group of young 
boys, refugees from Libya, also living on the 
streets, and whose need for companionship and 
solidarity results in an alliance with the canines. 

Lo’s own photography largely keeps at 
pavement level, the camera weaving in and out 
of pedestrian crowds, our sense of a human- 
wielded camera often almost disappearing to 
take us into the dogs’ world. A hyper-alert sound 
mix means that the film isn't just from the dogs’ 
point of view but from their point of hearing too. 
A counterpart to Ceyda Тогип 2016 doc Кейі, 
about Istanbul’s cats, Strayis a canine city 
symphony. It ends in a fabulous duet, as one 
dog hears amosque’s muezzin call and joins 
in with its own howling - the free jazz of the 


| early morning street. (b JONATHANROMNEY 





PREPARATIONS TOBE 
TOGETHERFOR ANUNKNOWN 
PERIOD OF TIME 

STREAMING FROM MARCH 19 
Alluringly enigmatic Hungarian 
thriller about a woman whoreturns 
to Budapest from the US for 
romantic reasons, then questions 
her sanity. LiliHorvat directs, 
Natasa Stork dazzles as the 
elusive heroine. 


GODZILLA VSKONG 

STREAMING FROM MARCH 26 

Two big-time bruisers face off in 
the latest of the MonsterVerse’ 
revivalseries. Alexander Skarsgard, 
RebeccaHalland Stranger Things’ 
Millie Bobby Brown are among the 
humans risking neck ache to 

follow the action. 








Gary Oldman 
in Crisis 


CRISIS 

STREAMING FROM MARCH 26 
Multi-strander drug drama from 
director Nicholas Jarecki, following 
multiple characters experience of 
the US opioid epidemic. Classy cast 
includes Gary Oldman, Armie 
Hammer, Evangeline Lilly and 
rapper turned actor Kid Cudi. 


Eddielzzardand е 2 
JudiDenchinSix —/ 
Minutes To Midnight a 





SIX MINUTES TO MIDNIGHT 
STREAMING FROM MARCH 26 

Judi Dench, Jim Broadbent and 
Eddie Izzard- who also co-writes 
-star in a Second World War drama 
about Nazi officers daughters at 
an English finishing school. Probably 
rather more serious than the 
Producers-meets-St Trinian's 
hybridthat mightsuggest. 


LAND 

STREAMING FROM APRIL 9 

Robin Wrightstars in and directs 
her first feature, about a woman 
who decides to escape grief, and 
the pressures of the world, by 
headinginto Canada's mountains. 
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Gallagher | 


CELEBRATE THE MUSIC OF PETER GREEN AND 
THEEARLY YEARS OF FLEETWOOD MAC 


BMG/MANOFTHEWORLDPICTURES 


; IHERE'Saslyly 
self-deprecating 
| 2 moment when 

= Mick Fleetwood 
walks on stage 
at the start of 
this film of the 
tribute concert he organised for Peter 
Green at the London Palladium, just 
a month before the world went into 
lockdown last year. 

"Im going to be reading some stuff 
off the teleprompter here and ? do 
my dyslexic best, so bear with me 
through the evening,” he says - and 
everyone gets the reference as minds 
flash back to the Brit Awards in 1989 
when Fleetwood and Samantha 
Fox presided over one of the most 
excruciatingly embarrassing screw- 
upsin the history of popular music. 

Fortunately, Fleetwood has learnt 
a thing or two about emceeing in the 
three decades that have passed since 
thatinfamous night. On this occasion 
histiming wasimpeccable. Although 
Green himself wasn't well enough to 
attend, he was at least still around to 
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| appreciate the honour. Five months 


later he was dead, aged 73, exactly 
halfa century after he had walked 
out on Fleetwood Mac, his mind bent 
out of shape by acid visions and a 
desireto turn his back on fame and 
give away his money and his guitars. 
The strength of the filming here lies 
inits simplicity. There’s an opening 
clip of rehearsals at Fleetwood's 
oceanside home in Hawaii, a bit 
of Woodstock-style split screen, 
some brief backstage glimpses and 
a smattering of archive footage of 
Fleetwood Mac in their late-’60s 
pomp that leaves one wanting more. 
But basically it’s a point-and-shoot 
concert film, as crisp and uncluttered 
as you could want. That means the 
focus is entirely on the performances 
of the somewhat motley crew 
Fleetwood spent two years 
assembling. From the ranks of those 
who actually played with Green, 
there’s John Mayall, looking nota 
day under his 86 years but sounding 
halfa century younger as he sings 


| “All Your Love". Nobody minds that it 


was actually Clapton not Green who 
was his guitarist when he recorded 
thesong with the Bluesbreakers. 
There's Christine McVie, who 
joined after Green left but shared 
many a bill with him when she was 
stillin Chicken Shack. A little under- 
rehearsed, perhaps, but she duets 
deliciously with future Fleetwood 
Mac partner Rick Vito on “Looking 
ForSomebody", which Green wrote 
forthe group's 1968 debut album. 
Then there's the surprise 
appearance of founder member 
Jeremy Spencer, lost in action when 
he disappeared in 1971 to join the 
Children Of God and spotted only 
sporadically since. The first time 
he'd shared a stage with Fleetwood 
in 50 years, it's one ofthe most 
emotional moments of the film as 
he plays some deathless slide on 
Elmore James' *TheSky Is Crying". 
Pete Townshend makes a puzzling 
but pleasing cameo, admitting 
that he didn’t know Green well and 
then turning up his amp louder 
than anyone else on “Station Man". 
Ironically the song appeared on 
Fleetwood Mac’s first post-Green 
album Kiln House, but as Townshend 
candidly admits, was chosen 
because he stole its main riff 
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..and Pete 
Townshend 





for “Won’t Get Fooled Again”. 

Quite what Noel Gallagher was 
doing there, even he’s not entirely 
sure. “I know what you're saying. He 
ain't got the fuckin’ blues,” he shrugs. 
Asit turns out, he has and he’s rather 
good in a stripped-down, acoustic- 
guitars-in-a-huddle segmentin 
which he takes the lead on “World 
Keeps Turning” and “Like Crying”, 
both recorded by Fleetwood Mac 
when Gallagher was stillin nappies. 

Thecrown jewels from Green's 
canon are shared out towards the 
end ofthe show. Recent Mac recruit 
Neil Finn sings “Man Of The World" 
appealingly enough but lacks the 
aching poignancy Green gave the 
song. Billy Gibbons - whois a stellar 
presence throughout - teams up 
with а swaggering, harp-squealing, 
mic-swinging Steven Tyler on a 
thrilling “Oh Well”. Playing Green's 
original Les Paul, Kirk Hammett 
shreds “The Green Manalishi 
(With The Two Prong Crown)” into 
a chaotic thrash but is rescued by 
Gibbons’ on-the-money vocal. 
Meanwhile, David Gilmour sits 
boffin-like behind pedal-steel for 
a lovely version of “Albatross”. 

There’s a fascinating documentary 
waiting to be made about the 
troubled life of Peter Green – and 
thisisn’tit. But for now this film 
is a fitting and honest tribute to 
the music of one of the great lost 
originals of 60s rock. 

6/10. Released in 2CD + 
HD Blu-ray or 4LP versions, or 
as adeluxe edition with 44-page 
hardback book. 
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This doc series 
aims to bethe final 
t е = word on the Mia 
-—— | Farrow-Woody 
р Ж К М Allensaga -at 
2 | the heart of which 
ПАТОТ ЕТЕ are numerous 
ИИИИЙ allegations of 

| criminal and 
unethical behaviour. The film reviews 
the many legaltwists and turns and 
hands the mic to Farrow, who wasin 
arelationship with Allen from 1979 to 
1992, her adopted daughter Dylan and 
several supporters. In the spotlight 
is the accusation - denied by Allen 
—thatin 1992 the director molested 
seven-year-old Dylan, months after 
hisromance with Farrow's 21-year-old 
adopted daughter Soon-Yi Previn was 
discovered. It's a painful story that 
dives in forthright style into one side of 

a murky tale. DAVECALHOUN 







NETFLIX 


| Knowing it's best to quit 
while they are ahead, the 
42 > Bl makers of this French 
24 comedy series have 
ZI. Called time after only 
(eee - fourshort but masterly 
4 series. Setin therarefied 
confines of a high-end 
film talent agency, Call 
My Agent! follows the scheming antics of 
its senior staff — Mathias, Gabriel, Arlette 
and Andréa – whose clients include real big 
names gamely sending themselves up here. 
Considering the milieu, Call My Agent! is 
pleasingly free of cynicism — its warmth, as 
well as its genuine love of cinema, carries 
it along, even when its central quartet are 
mired in one manipulative escapade after 
another with their pampered celebrity 
clients. MICHAEL BONNER 
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“=. This telling of the life 
‘= story of Christopher 
Wallace - aka The 

24 ы Notorious BIG - goes 

ШЕ. lngonthehustle, rather 

fy shorter on why he made 
sucha cataclysmic 
impact on hip-hop. The 
most startling moments, 
then, are when Biggie: I Got A Story To Tell 
does delve into the music: illustrating how 
his phrasing was influenced by the jazz 
drumming of Max Roach, or playing aclip 
ofa street rap battle at which his superiority 
is so evident as to be jaw-dropping. 
MICHAEL HANN 
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thestagein TheUnited | 
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SKYDOCUMENTARIES/NOW TV 


Tina Turner's 
triumph-over- 
adversity story 
isan already 
well-told tale, 
thanks toan 
Oscar-nominated 
biopic, a stage 
musical, two 
volumes of METRUM and aself-help 
book. So, while this documentary breaks 
no new ground it does have the advantage 
ofsome electrifying digitally remastered 
archive footage of the singer cutting arug 
with the Ikettes years before her mainstream 
superstardom. The woman herselfis a warm 
and engaging interviewee, particularly vivid 
when recalling her dirt-poor childhood, but 
there’s little in the way of surprises to reveal. 
None. TERRY STAUNTON 


LEVELFILM 


Electronic music 
owes a debt to female 
pioneers like Delia 
Derbyshire and Clara 
Rockmore, while club 
culture began asan 
| inclusive, safe space 

ШИ for society's outsiders. 

| And yet, to quote 
one of filmmaker Stacey Lee's subjects, 
“somehow a supermarket is more diverse 
than anightclub”. With candid interviews 
and footage from the 2019 festival season, 
Underplayed follows headliners and future 
stars Rezz, NERVO, TOKiMONSTA, Alison 
Wonderland and Tygapaw as they navigate 
sexism, mental health, body image, online 
abuse апа motherhood; and asks how best to 
support the next generation. 

None. LISA-MARIEFERLA 


















NETFLIX 


THERE'S a fierce battle line drawn right 
) Ё there in the title of this new drama about jazz 
| singer Billie Holiday, whose stormy life and 
{ stunning voice has kept her reputation alive 
|1 р long after her death in New York City in 1959 
? at just 44 years old. The name of this vital, 
ОАА sometimes confused, sometimes clunky 
movie springs from the court case that saw 
Ш Holiday (played by newcomer Andra Day) 
sentenced to a year in jailin 1947 for possessing narcotics. But it 
alsoangles at something bigger and more meaningful than just 
atrial: the modern tellers of her story — director Lee Daniels (The 
Paperboy) and writer Suzan-Lori Parks — are interested in the 
tragic, violent contradictions inherent in a creative, powerful, 
independent, sexually confident black woman like Holiday 
making herself and herideas heard amid the conservatism 
and racism of 1940s and '50s America. You sense, too, that the 
filmmakers want the echoes of Holiday's story to be heard and 
heeded right now in the still bloody arena of the present day. 
That's alot for one movie to carry. The United States Vs Billie 
Holidayfalls somewhere between a trad biopic, with inspired, 
woozy flashbacks to Holiday's desperate Baltimore childhood, 
and a more focused story on just one aspect of her life. That 
aspectis a bold reverie: the film imagines that a real-life black 
federal agent Jimmy Fletcher (Trevante Rhodes, best known 
for Moonlight) ingratiates his way into Holiday's circle for the 
purpose of incriminating her on behalf of his Federal Bureau 
of Narcotics boss, Harry Anslinger (Garrett Hedlund). But 
there’s chemistry between them: Fletcher and Holiday become 
an item, briefly even drug buddies. There’s no real evidence 
that this happened, bar a brief suggestion in the Johann Hari 
book Chasing The Dream that inspired the movie: it’s an act of 
retrospective empowerment on the part of the filmmakers. 
Elsewhere, there are spirited live performance scenes and fun 
backstage moments, amid other less inventive or penetrating 
scenes that unpick the government’s interest in Holiday or 
introduce Fletcher as a character (in reality we know next 
to nothing about him). It’s musician Andra Day’s first major 
acting role, and she’s the undoubted highlight of the movie. She 
leaves us with a haunting impression of Holiday’s strengths 
and vulnerabilities. It's Day’s voice we hear - faithful, arresting 
- when we see Holiday performing with her band at venues 
like Café Society in Manhattan or on tour in Georgia, when she 
finally defies the authorities and performs “Strange Fruit”. The 
film keeps us waiting for most ofits runtime before she sings 
that track in full, and its poetic vision of the horror of lynching 
still chills to the bone more than eight decades since Holiday 
recorded it in 1939. It’s there, in that moment, that the film 
succeeds best in letting the past haunt the present. ® 
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Obituaries 


Not Fade 


Away 


Fondly remembered this month... 


CHICK COREA | 


Jazz fusion innovator 
(1941-2021) 


T didn’t take long for pianist Chick Corea 
toshun formal education in favour of 
something more experiential. He briefly 
attended New York’s Columbia University 
and the Juilliard School but dropped out 
toinvestigate the city’s vibrant jazz scene. “I got 
achance to listen to Thelonious Monk and his 
quartet play two shows a night, for six weeks,” 
he told NY Daily News т 2011. “It was a great 
education. There was my university, man.” 

Corea began with the likes of Mongo 
Santamaria, Blue Mitchell and Herbie Mann іп 
the early бос, before making his solo debut with 
1968’s Tones For Joan’s Bones (actually recorded 
іп 66). Miles Davis provided a gateway into jazz 
fusion when he hired him to play electric piano on 
1968's Filles De Kilimanjaro, with Corea becoming 
anintegral partofthe band for subsequent 
benchmarks In A Silent Way and Bitches Brew. 

Shortly after appearing with Davis at 1970's 
Isle Of Wight Festival, Corea left to form free-jazz 
ensemble Circle. The project proved short-lived, 
however, as Corea fully immersed himselfin jazz- 


Chick Corea 
onstage with 
Return To 

И Forever, 1975 








whoseranks included bassistStanley Clarke. 
Therevolving collective merged jazz, funk, Latin 
, musicandother global influences to ravishing 
effect, with Corea’s melodic, harmony-rich piano 
lines to the fore. He continued his explorations 
throughout the band’s on-off career, juggling 

his time between solo albums and collaborative 


| projects with vibraphonist Gary Burton, Friedrich 








With Corea originals suchas “Spain”, “500 
Miles” and “Armando’s Rhumba” now accepted 
as jazz standards, he received no less than 
23 Grammy awards and, in 2006, the highest 
honour for an American jazz musician: a National 
Endowment for the Arts. Nevertheless, Corea 
still considered himselfa student. “I don’t want 
to bea master,” he declared. “When I’m learning 


rock fusion as co-founder of Return To Forever, 


| Gulda, Bobby McFerrin and more. 


something, Риш my element." 





CHRIS BARBER 
British jazz kingpin 
(1930-2021) 


Bandleader, trombonist and double 
bassist Chris Barber helped shape the 
direction of British pop. Alexis Korner 
and Lonnie Donegan both passed 
through the ranks of his band, while 
Barber arranged the first UK tours of 
Muddy Waters and Big Bill Broonzy. 
He scored an international hit with 
1959’s “Petite Fleur”. 


JOHNNY PACHECO 
Salsa king 
(1935-2021) 


Bandleader, composer and producer 
Johnny Pacheco was known as the 
‘Godfather Of Salsa’ due to his rolein 
popularising Cuban music inthe US 
from the early 1960s onwards. He co- 
founded the Fania label and initiated 
the Fania All-Stars to promote Latino 
talent. His myriad songs include 

“La Dicha Mía" and “Acuyuye”. 


L-ROY 
Reggae legend 
(1942-2021) 
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Jamaican vocalist Ewart Beckford, 
better known as U-Roy, helped to 
popularise toasting through а string 
of singles on Duke Reid'slabelinthe 
early ’70s. He eventually signed with 
Virgin, which issued 1975's Dread In 
A Babylon, followed by Natty Rebel 
and more. He was given Jamaica’s 
Order of Distinction in 2007. 


ELLIOT MAZER 
Neil Young producer 
(1941-2021) 


Described by Neil Young as “a 
master in the studio", Elliot Mazer 
enjoyed a fruitful association with 
the celebrated singer-songwriter, 
beginning with 1972’s Harvest and 
including Old Ways and 19755 ‘lost’ 
Homegrown. Mazer’s other credits 
include The Band, Linda Ronstadt 
and The Dream Syndicate. 


MILFORD GRAVES 
Free-jazz drummer 
(1941-2021) 


Fiercely idiosyncratic, percussionist 
Milford Graves developed a fluid free- 
jazz style all of his own, beginning 
with the New York Art Quartet and 


collaborations with Albert Ayler 
and Paul Bleyin the 1960s. He 
recorded under his own name 
andalso worked with John Zorn, 
Miriam Makeba and Bill Laswell. 


LAWRENCE 
FERLINGHEITTI 
City Lights poet 
(1919-2021) 


Apivotal figurein San Francisco’s 
counterculture, poet, painter and 
activist Lawrence Ferlinghetti co- 
founded the City Lights bookstorein 
1953. He published many writings by 
the Beat poets, co-hosted the Human 
Be-InatGolden Gate Parkin 1967 and 
recorded albums of his free verse 
backed by modern jazz players. 


JIM WEATHERLY 
“Midnight Train To 
Georgia” writer 
(1943-2021) 


Mississippi songwriter Jim 
Weatherly recorded more than 

10 albums of his own, though he 

is best remembered for his songs 
being covered by Ray Price, Glen 
Campbell, Neil Diamond and others. 


His greatest moment was 1973's 

"Midnight Train To Georgia", an 
international success for Gladys 
Knight & The Pips. 


JOHNNY ROGAN 
Esteemed rock biographer 
(1953-2021) 


Johnny Rogan's obsessive attention 
to detail made him aremarkable 
biographer. His first book, the Byrds 
study Timeless Flight, was published 
in 1980. He wenton to write definitive 
worksthatinclude Neil Young: Zero 
ToSixty, Van Morrison: No Surrender, 
Morrissey & Marr: The Severed 
Alliance and more. 


RUPERT NEVE 
Audio pioneer 
(1926-2021) 


A member ofthe army's Royal Corps 
OfSignals during World War II, 
inventor and engineer Rupert Neve 
made his name designing public 
address systems on his return. In 
1961 he formed Neve Electronics, 
essentially creating the modern 
mixing console and forming a client 
base that included The Beatles. 























MARY WILSON 


A life Supreme 
(1944-2021) 


ARY Wilson was just 15 
when sheauditioned for 
anall-girl group, The 


Primettes, atthe suggestion of her 
Detroit neighbour and fellow singer 
Florence Ballard. The vocal quartet 
was swiftly filled out by locals Diana 
Ross and Betty McGlown. “I felt 
complete,” Wilson later recalled 

to Associated Press. “I absolutely 
never had another thought of doing 
anything else in my life.” 

Two years later, in 1961, The 
Primettes signed to Motown, 
became The Supremes and 
eventually slimmed downinto a 
trio. With Ross as lead vocalist, 





SIEFANCUSH 
The Men They Couldn't 
Hang co-leader 


(1960-2021) 


Dubbed “the life ofthe party and the 
souloftheband" by his companions 
in folk-punk agitators The Men They 
Couldn't Hang, guitarist Stefan Cush 
shared vocals with Philip ‘Swill’ 
Odgers. He joined in 1984, after 
serving as The Pogues' roadie, 
andremained throughout. 


RON CAMPBELL 
Beatles animator 
(1939-2021) 


Australian animator Ron Campbell 
enshrined himselfin pop culture 
when he began directing cartoon 
series The Beatles in September 
1965. The hit TV show ran until 1969, 
by which time he and colleague 
Duane Crowther had also been 
commissioned to animate various 
scenesin Yellow Submarine. 


RICHIE ALBRIGHT 


Waylon Jennings sideman 
(1939-2021) 


Waylon Jennings oncereferred 

to drummer Richie Albright as his 
“right hand". In 1964, Albright joined 
The Waylors, Jennings’ band, with 
whom he played on outlaw country 
landmarks like Honky Tonk Heroes 
and Lonesome, On’ry And Mean. 

By the late’7os, he'd also become 
Jennings’ co-producer. 


NOLAN PORTER 
Northern soul singer 
(1949-2021) 


The charismatic Nolan Porter was 
anorthern soulfavouritein the 705. 


the hits started to flow, beginning 
in earnest with 19645 “Where Did 
OurLove Go", TheSupremes going 
onto establish themselves as the 
biggest-selling vocal group ofall 
time. Wilson wasthe sole constant, 
remaining through various lineup 
changes thatincluded Ross's 
departure for a solo career in 1970. 
When Wilson herselffinally quit 
in 1977, itsignalled the end of The 
Supremes too. 

She wenton torelease a couple 
ofsolo albums (1979's disco-leaning 
Mary Wilson and 1992's Walk The 
Line), diversified into musical 
theatre, and fought legal battles 
to preserve theintegrity of The 
Supremes' name, hertenacity 
resultinginthe Truth In Music 


His song “Keep On Keeping On" 
found an unlikely outletin 1979 
when Joy Division borrowed its 
guitar riff for Unknown Pleasures’ 
“Interzone”. Paul Weller covered 
Porter's “If I Could Only Be Sure” 
on 20045 Studio 150. 


LOUIS CLARK 
ELO orchestrator 
(1947-2021) 


Conductor, arranger and keyboard 
player Louis Clark worked with Roy 
Orbison and Ozzy Osbourne, but 
his most enduring collaborator was 
Jeff Lynne. Having overseen the 
orchestra on 1974’s Eldorado, Clark 
co-wrote string arrangements for 
each ELO album through to Xanadu 
in1980. Hethen conducted the 
Royal Philharmonic on its Hooked 
On Classics series. 


PRINCE MARKIE DEE 
Fat Boys founder 
(1968-2021) 


As Prince Markie Dee, rapper Mark 
Morales formed Brooklyn trio The 
Fat Boys with Damon ‘Kool Rock-Ski 
Wimbley and Darren ‘Buff Love’ 
Robinson in 1983. Their biggest 
success was 1987’s platinum-selling 
Crushin’, featuring a hit version of 
“Wipe Out” with The Beach Boys. 
Morales released two solo albums 
inthe early ’9os. 


GENE TAYLOR 
Storied US pianist 
(1952-2021) 


э 


Blues pianist Gene Taylor began 
playing with T-Bone Walker and 
Big Joe Turner as a teenager, before 
joining Canned Heat in 1974. He 
lasted just 18 months but became 


Living the 
dream:Mary 
Wilsonin 
Detroit, 1965 


Bill, designed to veto imposter 
groups. Wilson told her story 

іп 19865 best-selling memoir 
Dreamgirl: My Life As A Supreme 
— which didn’t hold back on her 
sometimes difficult relationship 
with Ross — and its 1990 sequel 


amember of The Blasters in the early 
80s and enjoyed along tenure with 
The Fabulous Thunderbirds from 
1993 onwards. 


MARCELLINGTON 
Cult folk singer 
(1945-2021) 


US-born Marc Ellington relocated 
to Britain in 1967, where helandeda 
deal with Philips. A self-titled debut 
LP arrived in 1969, the same year he 
appeared on Fairport Convention’s 
Unhalfbricking and Iain Matthews’ 
Matthews’ Southern Comfort. He 
would issue four more solo albums, 
signing off with 1975's Marc Time. 


PETER OSI ROUSHKO 
Mandolin master 
(1953-2021) 


Peter Ostroushko's first ever 
recording session was Bob Dylan's 
Blood On The Tracks, featuring on 
“Tf You See Her, Say Hello". He played 
with Emmylou Harris, Willie Nelson 
and Chet Atkins butis best known 
for his appearances on Garrison 
Keillor's A Prairie Home Companion. 


JAMES BURKE 
Five Stairsteps singer 
(1950-2021) 


Alongside four of his siblings, 
James Burke was a member of The 
Five Stairsteps, the Chicago soul 
outfit who found an early mentor 
in Curtis Mayfield. The group’s 
popularity peaked in 1970, when 
“Q-o-h Child” made the US Top 10, 
selling more than a million copies. 


FRANCOISE CACTUS 
One half of Stereo Total 
(1964-2021) 





Supreme Faith: Someday We'll Be 
Together. Throughout everything, 
sheguarded TheSupremes' legacy 
with immense pride. “We were 
ambitious," she wrote. “We won. 
We proved the American Dream. 
We were the American Dream." 


French singer and drummer 
Francoise Cactus, previously with 
garage band Les Lolitas, formed 
Stereo Total with Brezel Goring in 
her adopted Berlin in 1993. The duo’s 
playful pan-lingual approach drew 
from retro-pop, new wave and yé-yé, 
as heard on arun of albums that 
lasted until 2019’s Ah! Quel Cinéma! 


MILES SEATON 
Akron/Family man 
(1979-2021) 


Multi-instrumentalist Miles 
Seaton co-founded avant-rockers 
Akron/Familyin Brooklynin 2003. 
Initially signed to Michael Gira's 
Young God label, they issued a 
spate of experimental albums 
before splitting in 2013. Seaton then 
launched а solo career, spanning 
that year’s Notes From The Interior 
to 2017’s Phases In Exile. 


IAN NORTH 
Milk ’N’ Cookies founder 
(1952-2021) 


Long Island guitarist and songwriter 
Ian North formed powerpop combo 
Milk’N’ Cookies in 1973. When the 
band split a few years later, he moved 
to London and co-founded Radio, 
which became the synth-led Neo. 
He later returned tothe US. 


ANNE FEENEY 
US folk singer and activist 
(1951-2021) 


Anne Feeney began playing at 
anti-war protests in the 6о5, before 
achieving alaw degree the following 
decade. Feeney then spent 12 years as 
a trial attorney, returning to music for 
arunofsolo albums that began with 
1992’s Look To The Left. © ROBHUGHES 
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EVERYDAY JOE 

Belated thanks for Rob Hughes? 
eyewitness account of The Clash 
residency at Bond's in 1981 [March 
issue]. I hope Don Letts talks the 
record company into releasing a full- 
length recording of what hasn’t 
been destroyed. The article has a 
great cross-section of movers and 
shakers in the band's orbit, but they 
were always amazingly inclusive to 
their fans too — as illustrated by this 
photo with Joe. 

This was taken ata charity event 
at Tower Records, Piccadilly Circus 
about a year before Joe died. Joe 
was such a generous bloke that he 
invited me to the green room to 
hang out with him and the other 
celebs, including Gary Kemp, Karl 
Wallinger and Keith Allen. They 
wondered who the fuck is this guy, 
but Joe just introduced meas if] 
was a friend. 

It was a surreal but brilliant 
afternoon for me, including 
sitting in on a 10-minute interview 
for Radio 2! 

Keep up the great work! My 
subscription to Uncut is helping me 
through this Armagideon Time! 
Bruce Marsh, Newbury Park 
That’s awonderful story, Bruce; 
and a terrific photo. [MB] 


CONSTANT REMINDER 


On reading the article about Pete 
Townshend [April issue], Iwas 
astonished to learn that Kit 
Lambert’s father, composer 
Constant Lambert, was an early 
Who fan and was very impressed 
with “I Can See For Miles”. Constant 
Lambert died in 1951. He toured with 
the London Philharmonic Orchestra 
during the Second World War, and is 
featured conducting Rachmaninov's 
Piano Concerto No 2, soloist 
Moiseiwitsch, in Panamint Cinema's 
Blu-ray/DVD restoration of Battle For 
Music, the story ofthe orchestra's 
survival during the war. I'd be happy 
to send complimentary copies of the 
Blu-ray/ DVD for Uncut and Pete 
Townshend, if either are interested. 
Russell Cowe, managing director, 
Panamint Cinema 


CAGECORRECTION 


Surprised to see Michael Bonner 
describe John Cage as one of 

the *heterosexual white men" 
dominating the minimalist scene 
ofthe 1970s [review of Julius 
Eastman/Ensemble O's Femenine, 
Take 287]. Indisputably a white 
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Groovy times: Uncut 
reader Bruce Marsh 
with Joe Strummer, 
September 2000 


man, but with the exception ofa 
short, dissolved marriage to the 
artist Xenia Kashevaroffin the 
1930s-°40s, hardly a hegemonic 
hetero. I think his life partner, 
Merce Cunningham, would have 
raised an eyebrow. 

Justin Dyer, Twickenham 

PS: A reader since Take 1 and still 
a devoted reader. 


A YOUNGMAN'S GAME 


Thanks for the great retrospective 
of Neil Young's career highlights 
[The Gold Rush, February issue]. The 
chronological order avoided having 
torankthem... wise move! While 
Igenerally agree with the choices, 
below are some omissions that 
warrant consideration. 

“Harvest” (#12) is a pleasant tune 
but pales in comparison to “Old 
Man", one of Young's greatest songs 
from the same album. Га also sub 
out “Time Fades Away" with “Don’t 
Be Denied” at #15 and “Walk Like A 
Giant" for “Ramada Inn" at #36. 

Omissions requiring perhaps more 
difficult album-omitting changes 
include “After The Goldrush”, “Love 
To Burn” and almost anything else 
from Tonight’s The Night to join the 
#18 title track. What to cut? Maybe 
expand the list to 50! 

Keep the great coverage coming! 
Mike Kelsey, Wilmington, 
Delaware USA 
Hey, Mike. I agree that “Walk Like 
A Giant” is an amazing track - it 


sounded fantastic on the Alchemy 
tour dates I attended. But I think 
Poncho was spot on about the 
deeper, personal resonance at work 
on “Ramada Inn? – which is why we 
chose to include it in the Top 40. 


TALKINGPOINT 


I have just reread the illuminating 
article you published in 2013 (Talk 
Talk — Natural Order 1982-1991) on 
uncut.co.uk and I wondered why the 
band hasn’t featured more strongly 
in your magazine. 

Concerts were always mind- 
blowing, and this mesmeric band 
always gave their utmost to their 
audiences. Musically unique, 
innovative and hugely influential, 
with probably the most enigmatic 
(and sadly missed) frontman ofall 
time, their inimitable music has 
endured since the band ended 
their recording career 30 years 
ago andis still covered and 
sampled extensively. 

Thirty years is a good anniversary 
on which to revisit this extraordinary 
band and reassess all their 
achievements and their distinctive 
contribution to British music. 

Liz Royle, Chudleigh 

Hi Liz. When Mark Hollis was still 
alive, we occasionally discussed 
putting together a Talk Talk feature. 
But, alas, because Mark would 
never agree to participate in a 
feature, we never really pursued 

it. [think Graeme Thomson’s 





masterful tribute to Mark in our 
May 2019 issue [Take 264] is the 
definitive statement on his 
extraordinary life in music. 


GRADEEXPECTATIONS 


I love your magazine in general 
and have bought it every month for 
years. I’m reading the February 2021 
issue at the moment and notice once 
again something that bothers me. 
Every “new” album receives a grade 
of at least 7/10. This sort of high 
grading happens every month and 
to my way ofthinking devalues the 
validity ofthe reviews. 
Iftheoretically a 10/10 review 
must be a masterpiece, I find it very 
hard to believe that EVERY new 
album in your magazine most 
months hovers so close to greatness. 
Surely there must be an occasional 
3/10 or 4/10 non-exciting release, 
no? Good work in general, though! 
Glenn Christensen Gurnee, 
Illinois, USA 
Says Tom, our reviews editor, 
*There are hundreds of albums 
released each month, and we like to 
concentrate on the ones we think 
are good and worth sharing — 
unfortunately that does lead to 
alotof high marks." 


DISCBREAK 


As alongtime reader of your great 
magazine I wanted to congratulate 
you on the consistent quality and, 
in my opinion, accurate reviews of 


new and reissued albums. Your 
April album ofthe month by Valerie 
Juneis an absolute delight. 

Ihave been a digital subscriber 
for a couple of years to combat the 
vagaries of delayed print copies in 
South Africa. It's really convenient, 
but I do miss the free CD. Other than 
the laborious process of sampling 
the tracks on iTunes or Spotify, is 
there an easier way to access the 
music featured on monthly CDs? 

Keep up the great work. 

Phil Williamson, Johannesburg, 
South Africa 

Thanks, Phil. At the moment, I’m 
afraid digital subscribers don’t 
have access to the free CD. It’s 

а licensing issue, essentially. 


GREAT WEATHER 


A quick thank you for including 
The Weather Station: Selected 
Works compilation with subscriber 
copies. m a huge fan of Tamara's 
Work - and it was such a nice gift 
for us fans, especially after 
reading Laura Barton's excellent 
interview the previous issue. 

Keep up the great work! 

Sally Barber, Leeds 


...Hadn't previously heard The 
Weather Station, but loving the five 
tracks that came with this month's 
@uncutmagazine – will definitely 
be checking out new album 
Ignorance next week. 
@JonHarvey1977, Twitter 


„This is wonderful! Iam so grateful 
you included the Selected Works 

CD with my magazine. I love it! 

Iam going to order the new vinyl! 
Ihad never heard of Tamara - 
butIhave now! Thank you, 

thank you, thank you. 
Jazzthunder, Uncut Forum 


..I' ve never listened to The Weather 
Station before, but this sampler was 
excellent, particularly the songs 
from Ignorance (the opening 50 
seconds of *Robber" could have 
come from the last two or three 
Radiohead albums). Definitely 
arevelation, sothank you. 

Robert Franks, Uncut Forum 
Thanks for the overwhelmingly 
positive response to the Weather 
Station CD we gifted our print 
subscribers with the March 2021 
issue. Fingers crossed, we'll be 
able to offer similar subscriber 
gifts like this again soon. 


























| Damage Done, 929A Marc 


| 16+18A Adam Faith, 17Star, 
| 19Sleep,21Flat, 22 Lord, 
| 24MyStar,27Santana, 
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Thelettersinthe shaded squares form an anagram ofa song by The Velvet Underground. 
When you've worked out whatitis, email your answer to: competitions@uncut.co.uk. The 


9+15A "You pisseditallupthe wall", The 


| Libertines (4-1-6) 

| 10Afasttrackon Teenage Fanclub LP (5-4) 
| 11Bother!It'sasong by Coldplay (7) 

| 13:32DElvis Presleyrequired the missing 
| person’s bureau (3-4-3) 

| 15(Seegacross) 


16+24D Weseldom try differentversion by 


| George Harrison (2-5-4) 
| 19(See7down) 


22Strangelyl'm Alan witha DefLeppard 


| single (6) 
| 25 “Peoplelike you findit easy/Naked tosee, 
| walkingon___”,fromJoy Division's 


“Atmosphere” (3) 
26 “Sunday morning creepinglikea___”, 
from The Beatles’ “Lady Madonna” (3) 


| 27“Whatcana____ boydoexcepttosing for 


arock’n’rollband”, from The Rolling Stones’ 


, “Street Fighting Man” (д) 
28 (Seei2down) 


30+34A Lou Reed, the bloke from New York 


| City, withananthology (3-3) 
| 31'60sgroupappearingattheendofthe 


National Anthem (4) 


| 32Bandwhowerea bit ofan eyesore (3) 
| 34(See30 across) 
| 35(See14down) 


36 “Ifearrivers overflowing/Ihear the voice 
ofrageand ” from Creedence 


ешш 529 


Clearwater Revival’s “Bad Moon Rising” (4) 


CLUESDOWN 


| 1"Iknowyourwindow and Iknowit’s late/ 


Iknowyourstairs and your doorway”, 


Bolan, 11Chains, 13 Beer, 


| 1985(8-5) 
ANSWERS: TAKE286 30 Alone, 31Dress 
| ACROSS 

1+8А TheNeedle And The DOWN 


1 Teddy Bears, 2 Elmore 
James, 3Elephant, 4+18D 
Looking Forward, 5 Ace, 

6 Drama, 7 Hair, 10+15А 
Concrete And Gold, 12+14 А 


| first correct entry picked at random will win a prize. Closing date: Wednesday, April14, 
| 2021. This competition is only open to European residents. 


|! CLUESACROSS 


1Albumthatsignalled the break-up of The 
| Cure? Well, Lol Tolhurstleftanyway (14) 


2FutureIslands havebeen *waiting 
onyou” forthissong'scompletetitle 

(7) 

3Groupthatcame “Straight Outta 
Compton” (1-1-1) 

4 They originally began as Linda 
Ronstadt’s backing band (6) 

5 David Bowiealbum foratalentlessTV 
star to perform? (7) 

6Grungeband that appearedin Wembley 
Stadium (3) 

7+19A Album by Interpolhad their 
passion on display (3-4-2-6) 

8 Doors on the way out with Foals number 
(5) 

12+28A Their numbersinclude 
“Horizontal” and “Trafalgar” (3-4) 
14+35A Rewindartsmovementtoreveal 
Motown musician (5-5) 

17 “Sitand drink Pennyroyal___” while 
listening to Nirvana’s In Utero (3) 

18 Fruity а тот AlStewartonalbum 
(6) 

20 “Your hatstrategically dipped below 
oneeye/Yourscarfitwas____ ” from 
Carly Simon’s “You’re So Vain” (7) 
21REMalbumthatisnot REM’s, somehow 
(7) 
22ElvisCostellosongfoundinaSomali 
songbook(6) 

23 Beastlyindie band ofthe’9os fronted 
by Russell Yates (5) 

24 (See16 across) 

29 REMmanagedtoincludea Hot 
Chocolate number (4) 

32 (See13 across) 

33 “Theiceageiscoming/The___ is 
zooming in”, from The Clash’s “London 
Calling” (3) 


Solitary Man, 14 Matilda, 
20 Please, 23 Asia, 24 More, 
25Sobs, 26 Roam, 28 NWO 


HIDDENANSWER 
Sisters OfMercy 


XWORDCOMPILEDBY: 
Trevor Hungerford 


UNCUT 





MAY 2021 
BandLab Technologies 
-2,110 Southwark St, 
London SE1 0SU 


EDITOR Michael Bonner 
EDITOR (ONE-SHOTS) John Robinson 
REVIEWS EDITOR Tom Pinnock 
ART EDITOR Marc Jones 
SENIOR DESIGNER Michael Chapman 
PRODUCTIONEDITOR Mick Meikleham 
SENIOR SUB EDITOR Mike Johnson 
PICTURE EDITOR Phil King 
EDITOR AT LARGE Allan Jones 


CONTRIBUTORS Jason Anderson, Laura 
Barton, Mark Bentley, Greg Cochrane, 
Leonie Cooper, Jon Dale, Stephen Dalton, 
Stephen Deusner, Lisa-Marie Ferla, 
Michael Hann, Nick Hasted, Rob Hughes, 
Trevor Hungerford, John Lewis, April 
Long, Alastair McKay, Gavin Martin, Piers 
Martin, Rob Mitchum, Paul Moody, 
Andrew Mueller, Sharon O'Connell, 
Michael Odell, Erin Osmon, Louis 
Pattison, Jonathan Romney, Bud Scoppa, 
Johnny Sharp, Dave Simpson, Neil 
Spencer, Terry Staunton, Graeme 
Thomson, Luke Torn, Stephen Troussé, 
Jaan Uhelszki, Wyndham Wallace, 
Peter Watts, Richard Williams, 
Nigel Williamson, Tyler Wilcox, 

Jim Wirth, Damon Wise, Rob Young 
COVERPHOTOGRAPH: Velvet 
Underground Collection, #8105. Division 
of Rare апа Manuscript Collections, 
Cornell University Library 
PHOTOGRAPHERS: Richard DiLello, 
Adam Ritchie, Sandy Schor, Niels Van 
Iperen, Michael Putland, Alan Horne 
THANKS TO: Sam Richards, Lora Findlay, 
Kevin Grant, Jonathan Richman and 
Debbie Gulyas 
TEXT AND COVERS PRINTED BY 
Gibbons UK Ltd 


PRODUCTION & OPERATIONS 


PUBLISHING PRODUCTION MANAGER 
Craig Broadbridge 
DISTRIBUTED BY Marketforce (UK) Ltd, 
5 Churchill Place, Canary Wharf, 
London E14 5HU 


CLIENT SERVICES 


MANAGER, COMMERCIAL & 
PARTNERSHIPS Gemma Lundy 
gemma.lundy@bandlab.com 
SENIOR PROJECT MANAGER 
Charlotte Wort 
charlotte.wort@bandlab.com 


BANDLAB TECHNOLOGIES 


CHIEF EXECUTIVE OFFICER Meng Ru Kuok 
CHIEF OPERATING OFFICER Ivan Chen 


UK COUNTRY DIRECTOR AND HEAD OF 
STRATEGY & PARTNERSHIPS 
Holly Bishop 


AVP, WEB TECHNOLOGIES 
Laurent Le Graverend 


AVP, GROUP & BRAND STRATEGY 
Krystle Hall 


MANAGER, CONTENT STRATEGY 
Iliyas Ong 


PRODUCTIONEDITOR, BANDLAB 
TECHNOLOGIES Sean McGeady 


BANDLAB 


TECHNOLOGIES 


All content copyright BandLab UK Limited 2020, 
allrights reserved. While we make every effort to 
ensure that the factual content of UNCUT 
Magazine is correct, we cannot take апу 
responsibility nor be held accountable for any 
factual errors printed. No part of this publication 
may be reproduced, stored in a retrieval system 
orresold withoutthe prior consent of BandLab 
UKLimited. UNCUT Magazine recognises all 
copyrights contained within this issue. Where 
possible, we acknowledge the copyright. 


MAY 2021 - UNCUT · 113 





INTERVIEW: TOMPINNOCK 











My Life In Music 
































PATTIPAGE 
"THEDOGGIEIN THE WINDOW" 
| MERCURY, 1953 


This was one of the first songs I ever heard, 
though it didn’t really influence me. But when 

I got to Memphis we had radio for the first time — 
Iremember turning on the radio and picking up 
a gospel station, and I never looked back. That 
music just got me, > maybe because of its religious implications or maybe 
because of something else, I don’t know - it just felt good. I also wrote a 

lot of songs where all Га really do was change the word “Jesus” to “girl”! 
I thought, ‘I wonder if the lightning’s gonna strike me dead?’ - I worried 
about that for a while. But so far so good. 


BO DIDDLEY 
“BO DIDDLEY” 


WWA CHECKER, 1955 


m This isa guy who really influenced me - 

| that rhythm! He was an idol of mine. I saw 
[songwriter and actor| Ed Bruce play it at a 
school talent show, soIsnuck my way backstage 
and said, *How'd you learn to do that?" He said, 
“Son, you need to get your guitar now and learn how to play it." Bo was a guy 
I got to meet later in life. Ihad breakfast with him one morning, and Ifound 
out that he also used open tunings. A lot of the songs I did with Otis were 
written with me tuning to a chord, and IrememberI played in that tuning 
on “I’ve Been Loving You Too Long” - it’s a lot easier with one finger! 


OTIS REDDING 
“THESE ARMS OF MINE” 


STAX/VOLT, 1962 








35-193 
V adi 


“= This was the first song I ever heard him sing. 
| When he got to “these arms of mine", the hair 
wv сез $ on my arms stood up. I stopped him, and he 
— said, “What, you don’t like it?” I said, “No, I love 
bcd it, but I want [Stax co-founder] Jim Stewart to 
hear it.” So went to grab Jim — he was a little reluctant at first, but finally I 
convinced him. I knewif Otis didn’t sing that song great again I’d lose my 
job! But he did, and Jim said, “Get the band back together, we’ve gotta cut 
this.” Duck [Dunn] said that he’d already put his bass in the trunk of his 
car when I shouted, “Get your bass, we’ve gotta cut ademo real quick!” 


ПУЧА BOBBY DARIN 
PETI DARINAT THECOPA 


ATCO, 1960 





In 1965, Ithinkit was, I actually gotto play on 

a Bobby Darin session in Los Angeles, at 

Sunset Sound, and I got to meet him. What was 

helike? Shortand stocky! He was just a great 
zu guy. He met me at the door of Sunset and picked 

me up and carried me into the studio: “I have Cropper with me!” Ви I got 

into him years before then, when this album was out. It was a big record 

for me. But I never listened to something on the radio and went, “Man, 

I gotta write something like that...” I guess I’m justa little different from 

other people. 


Steve Cropper 


The legendary Stax guitarist on a lifetime of listening, 
from gospel to the Eagles: “It just felt good” 


JAMES BROWN 

LIVE AT THE APOLLO 

KING, 1963 

“Ladies and gentlemen, it’s star time at the 
Apollo Theater... million-dollar seller..." I'll 
never forget that introduction. The good news 
of courseis that James later got to bein our 
movie, The Blues Brothers, and I got to talk to 
him about some of those songs. James and I also 
did an interview later, from the Grauman's Chinese Theatre. We did a show 
onetime with James Brown, we played for his birthday party, and Isaw 
himonceatthe House Of Blues, but it wasn't his full show. *Please, Please, 
Please”, “It’s A Man's Man's Man's World”, he did all those. People like him 
and Little Richard were big, big fans of Otis Redding, which was pretty cool. 


RU] THEBEATLES 
aT L REVOLVER 


PARLOPHONE, 1966 








iu Booker T & The MG's of course paid tribute to 

Ин Abbey Road with [1970's| McLemore Avenue. 
| Iwasin New York and Booker kept calling me: 
22 “When can you come to LA?” When I finally 
was able to get out there, we went straight to the 
studio and he told me what he wanted me to play. Everybody thinks we tore 
Abbey Road inside out — well, maybe Booker did, but I didn’t! I might have 
heard some of it on the radio, but I hadn't heard the whole album then. I 
used to play Revolver over and over, it was such a good album. I’m told they 
were listening to us, but I don’t know. They listened to a lot of Motown too. 


4 THE STAPLE SINGERS 
SOULFOLKIN ACTION 


STAX, 1968 


Working with them was a great experience, 
but they didn't hit the top of the pops until they 
started doing things like “T1 Take You There". 
They were incredible, and Mavis still is! What 
a talent – I know she grew up with gospel, but 





it just oozes out of her; she even talks with soul, with feeling. Pops Staples 
was a great writer, a great performer and a great guitar player. He had a 
sound like nobody else had — it was the way he approached it, the way 

he used his hands. It didn't matter what guitar he picked up, he still 
sounded like Pops Staples. 





"4 EAGLES 
j| HOTEL CALIFORNIA 


ЕЙ] ASYLUM, 1976 


We would mix records out of Cherokee Studios 
[in Hollywood] in the’7os, and we'd always give 
the latest Eagles album a listen, make sure that 
ours was just a little bit better than theirs. Our 
songs weren't as good, but our recording was 
real good! Why them particularly? Well, we just trusted their quality — great 
guys, great songs. Their records always came across well on the radio, that's 
why they were big. Мом listen to their records and I go, “Wow, is that what 
they were saying?" Because I just listened to the music back then. I wasn't 

a record buyer, let's put it that way. I didn’t have time! 


Steve Cropper' snew album Fire It Up is out on April 23 on Provogue 
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Iconic images curated by Uncut, 
completely refreshed for 2021. 


SONIC EDITIONS Including The Velvet Underground, 


David Bowie and the Rolling Stones. 
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Limited edition prints, individually 
THE numbered, hand printed and framed to 
order, from £59/$89 unframed or 
£89/$149 framed. 
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“Weaver’s version of pop is distinctly cosmic and deliciously skewed” THE GUARDIAN 


“Flock might prove to be the defining album in her career” UNCUT 


ЖЖЖЖ 2.2.0.0, ЖЖЖЖ 


LOUD AND QUIET UNCUT MOJO 








Jane Weaver’s new album “FLOCK” is out now on Fire Records. 
Rough Trade exclusive olive-green vinyl includes a deluxe 'tip-on' sleeve and poster, 
~ indie store edition cream vinyl, standard light rose vinyl and CD. 


firerecords.com 





